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Ulrich Blanché
<YIHU(Y[.YHɉ[P:[YLL[(Y[HUK7\ISPJ(Y[
In April 2016, Ilaria Hoppe and I received 73 international proposals from our call for papers: from researchers from 27 
countries and diverse academic backgrounds.  Our subject matter in this book, as does the conference, makes use 
VMMV\YTHPU[LYTZ!\YIHUHY[Z[YLL[HY[W\ISPJHY[HUKNYHɉ[P.YHɉ[P^HZUV[V\YTHPUMVJ\ZI\[THU`VM[OLH\[OVYZ
PU[OPZ]VS\TLKLHS^P[OZ[YLL[HY[HUKNYHɉ[P<YIHUHY[OHZILJVTLHUHY[THYRL[[LYTHZ1VOHUULZ:[HOSZ[H[LZPU
[OLÄYZ[LZZH`VM[OPZ]VS\TL)\[HZ0SHYPH/VWWL^PSSL_WHUKVUPU[OLZLJVUKWHY[VMV\YPU[YVK\J[PVU\YIHUHY[HZ
H[LYTJHUL_JLLKZLSMH\[OVYPaLKVM[LUPUKVVYZ[YLL[HY[HUKNYHɉ[P
0[ ZLLTZ [OH[LHJOH\[OVYOHZHKPɈLYLU[\UKLYZ[HUKPUNVM Z[YLL[HY[NYHɉ[P \YIHUHY[ HUKW\ISPJHY[;OLYLHYL
[LUKLUJPLZOV^L]LY [VKPɈLYLU[PH[LIL[^LLU [OL [LYTZ:[YLL[HY[ PZVM[LUTVYLWPJ[\YLIHZLKHUK [YPLZ [V YLHJO
HNLULYHSH\KPLUJL3PRLNYHɉ[P P[ PZ\Z\HSS` PSSLNHSVYZLSMH\[OVYPaLK.YHɉ[PJV\SKYHUNLMYVTOPZ[VYPJHSNYHɉ[P PU
7VTWLPP SH[YPUHSPHZJYH[JOPUNZ PUTLKPL]HSJO\YJOLZL[J [VJVU[LTWVYHY`NYHɉ[P Z[`SL^YP[PUNVY Q\Z[HIV\[HU`
PSSLNHSHJ[P]P[`PU\YIHUW\ISPJZWHJLPU]VS]PUNÄYZ[HUKMVYLTVZ[[OL^YP[PUNVM^VYKZVYSL[[LYZ<YIHU(Y[PZ[OLSLNHS
HUKVYPUKVVY]HYPHU[VMZ[YLL[HY[HUKNYHɉ[P<YIHUHY[HUKZ[YLL[HY[HYLHSZVYLSH[LK[VWLYMVYTHUJLHJ[P]P[PLZHUK
\YIHUKL]LSVWTLU[NYHɉ[PPZUV[7\ISPJHY[\Z\HSS`JVTLZPU[VILPUN^ P[OW\ISPJTVUL `JVTT\UP[`PU]VS]LTLU[HUK
it is usually sanctioned.
:[PSSTVZ[YLZLHYJOLYZ\UKLYZ[HUKZ[YLL[HY[HUKNYHɉ[PI\[HSZV\YIHUHY[HZV\[KVVYHY[WYHJ[PJLZMVYTLYZ[YLL[
HY[PZ[ZVYNYHɉ[P^YP[LYZKV:[YLL[HY[NYHɉ[PHUK\YIHUHY[OV^L]LYJHUHSZVIL[LYTZV\[SPUPUNHJLY[HPU]PZ\HSZ[`SL
(like Baroque can be a style) and are understood more and more this way. Practitioners who never worked illegally or 
ZLSMH\[OVYPaLKVU[OLZ[YLL[ZTPNO[JYLH[L\YIHUHY[UHTLS`HY[¸PU[OLZ[`SLVM¹HUKTLKPHRUV^UMYVTNYHɉ[PHUK
street art: without location, without illegality, but for instance with stencils, with spray cans, on urban furniture, car 
wrecks, pieces of walls, removed doors, trash cans, etc.
-\Y[OLYTVYL\YIHUHY[NYHɉ[PHUKZ[YLL[HY[JHUILHWLYPVKSPRL)HYVX\LJHUILHWLYPVK[OH[TPNO[ILV]LYVYUV[
as various researchers pointed out in 2016, for instance Alison Young at the Street Art & Philosophy conference in New 
York, Christian Omodeo at the Urban Creativity conference in Lisbon and Raphael Schacter on hyperallergic.com.
0U[LYTZVMHY[PZ[ZZ[`SLHUKWLYPVKZ[YLL[HY[VYZ[`SL^YP[PUNNYHɉ[PKVLZUV[KPɈLYMYVTV[OLYHY[[LYTZZ\JOHZ
)HYVX\LVYPTWYLZZPVUPZT7\ISPJHY[VYNYHɉ[PHUK[VHJLY[HPUL_[LU[HSZVZ[YLL[HY[JV\SKIL¸[PTLSLZZ¹HZ^LSSHU
alternative art history as these phenomena existed in variations in all times and places.
:[YLL[HY[YLZLHYJOLYZHUK[OLPYIHJRNYV\UK
4VZ[YLZLHYJOLYZ^OVHWWSPLKMVYV\Y\YIHUHY[JVUMLYLUJLOHKHIHJRNYV\UKPUHY[OPZ[VY `HY[HUKKLZPNUVYHUK
^LYLHY[PZ[ZJ\YH[VYZVYZWLJPHSPaLKMVYPUZ[HUJLPUZ[YLL[WOV[VNYHWO`VYWLYMVYTHUJLZ[\KPLZ;OLZLJVUKIPNNLZ[
group came from architecture and design, urban planning, metropolitan studies or (urban) geography. Sociologists or 
social anthropologists formed the third group; some had studied art and cultural sciences, cultural studies or cultural 
anthropology. Other researchers had a background in media studies, psychology, philosophy, political sciences or 
Asian studies.
The reason why so many art historians (17) applied might be that we, as art historians ourselves, organized this 
JVUMLYLUJLPUHUHY[OPZ[VYPJHSJVU[L_[0Z\WWVZLV[OLYHJHKLTPJ\YIHUHY[Z[YLL[HY[JVUMLYLUJLZTPNO[H[[YHJ[TVYL
sociologists or anthropologists or more philosophers, such as the Street Art and Philosophy conference in New York 
in 2015. Other street art researchers (not in our sample) have academic backgrounds for instance in criminology, law 
or in modern languages.
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;LUKLUJPLZPUV\Y<YIHU(Y[7YVWVZHSZ
0[^HZPU[LYLZ[PUN[VYLHK[OYV\NO[OLKPɈLYLU[\UKLYZ[HUKPUNZVM[OLZLMV\YRL`[LYTZ\YIHUHY[Z[YLL[HY[W\ISPJ
HY[HUKNYHɉ[P8\P[LHML^YLZLHYJOLYZ\ZL[OLZL[LYTZVYZVTLVM[OLTPU[LYJOHUNLHIS`HZPM[OL`OHK[OLL_HJ[
ZHTLTLHUPUN4HU`YLZLHYJOLYZJVTTVUS`\ZL¸NYHɉ[PHUKZ[YLL[HY[¹HZHWHPYI\[ZLLT[VRUV^HJRUV^SLKNL
KPɈLYLUJLZZPTPSHYP[PLZHUKPU[LYZLJ[PVUZWLYZVUHSZ[`SPZ[PJOPZ[VYPJHSHUKPU[LU[PVUHS4VZ[\UKLYZ[HUKPUNZOH]LPU
common that all these practices happened outdoors or are inspired by outdoor practices.
8\P[LHML ^ PUJS\KPUN[OLH\[OVYVM[OLZLSPULZKPɈLYLU[PH[LIL[^LLUSLNHSHUKPSSLNHSHJ[P]P[PLZVYHZ0JHSS P[!ZLSM
authorized). As concepts of style, all of these terms could be used in a legal and institutional context as well. Each 
JV\SKILHU\TIYLSSH[LYTVYHZ`UVU`TMVYH[SLHZ[[^VV[OLYZ6M[LUNYHɉ[PPZHZZ\TLK[VILUVUSLNHSHUKW\ISPJHY[
legal. City planning, (non-)institutional actions, performance art in public spaces and ephemeral urban interventions 
HYLVM[LUJVUZPKLYLK [VIL\YIHUHY[HZ^LSSUVTH[[LY PM PSSLNHSZLSMH\[OVYPaLKVY PUZ[P[\[PVUHS:VTLYLZLHYJOLYZ
consider carnivals, museum-scapes, art biennales or other art events in the city, psychogeography and urban walking, 
protest camps or urban archaeology forms of urban art.
The name of Über-street-artist Banksy appeared in more than 10 percent of all submissions, Shepard Fairey in 4 
percent. More than 10 percent of all proposals were monographic. Artists, wanted to talk about their own work. Nearly 
10 percent were interested in speaking about street art in their home country or city.
;OLWHWLYZPU[OLJVUMLYLUJLZLJ[PVUZ
In the 16 papers and two introductions in this volume, there are nearly as many understandings of urban art, street art, 
W\ISPJHY[VYNYHɉ[PHS[OV\NOUV[L]LY`VULKLÄULK^OH[[OL`TLHU[I`[OLZL[LYTZ/V^L]LYMYVT[OLJVU[L_[[OLPY
understanding of these terms is often obvious.
a) Section 1: Public or Urban Art? On Terminology
In our CFP, the topics Urban or Public Art? About Urban Art Research (Terminology, history of the core concepts) 
H[[YHJ[LK[OLZLJVUKNYLH[LZ[U\TILYVMHSSHWWSPJHU[Z0[MVYTLK[OLIHZPZVMV\YÄYZ[JVUMLYLUJLZLJ[PVU7\ISPJVY
Urban art? On Terminology.
1VOHUULZ:[HOSPZ[OLÄYZ[HY[OPZ[VYPHU^OV^YV[LHJHKLTPJIVVRZVUNYHɉ[PHUKZ[YLL[HY[PU.LYTHU `PU[OL Z
0U OPZ LZZH ` :[HOS KLZJYPILZ [OL OPZ[VYPJHS KL]LSVWTLU[ MYVT NYHɉ[P [V Z[YLL[ HY[ [V \YIHU HY[ HUK WVPU[Z [V [OL
PUJVUZPZ[LUJPLZPU[OL\ZHNLHUKTV[P]H[PVUZ[V\ZL[OLZLKPɈLYLU[[LYTZZPUJL[OL [OJLU[\Y `7LKYV:VHYLZ5L]LZ
MYVT3PZIVUHNYHɉ[PWPVULLYPU7VY[\NHSZWHYRWS\NVM[OL<YIHU*YLH[P]P[`UL[^VYR^OV[\YULK[VYLZLHYJOHUK
W\ISPZOPUNHIV\[Z[YLL[HY[HUK\YIHUJYLH[P]P[ `KPZJ\ZZLK[OLKPɈLYLUJLZIL[^LLU\YIHUHUKW\ISPJHY[-PUUPZOZ[YLL[
art researcher and street art in “Asia” expert, Minna Valjakka, opted to use the term “urban creativity” and the value of 
non-art instead of discussing street art, urban art, and public art in an art context.
b) Section 2: Digital Media & the Urban (Art)
The largest number of proposals dealt with New Media (Internet and social media in the production and reception of 
urbanity). It formed the basis for our second section entitled Digital Media & the Urban (Art).
3HUKZJHWLHYJOP[LJ[HUK\YIHUKLZPNULY4LS[LT:LU[YR(ZPSKL]LJPW\YZ\LKOV^ZWLJPÄJPKLU[P[PLZVMTLL[PUNWSHJLZ
HYLJOHUNPUNPUHJJVYKHUJL^P[OZVJPHSTLKPHPTWHJ[LZWLJPHSS`;^ P[[LYHUKOV^TVIPSLJVTT\UPJH[PVUPZYLKLÄUPUN
urban design theories. Katja Glaser shared one chapter of her German Ph.D. thesis “Street Art & Neue Medien” (2017) 
in which she investigated the mutual interactions of street art and new media technologies. In her paper, Glaser 
discussed QR codes and digital archiving practices in street art.
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Italian street art researcher Marco Mondino1 described street art as an interdisciplinary object, a language of urban 
visual culture that is important to study through an integration of theories and tools about media studies and a 
semiotics perspective. Art historian Annette Urban analyzed some examples of (institutional) media art from the 1990s 
and from today. She concluded that similar issues occurred regardless of recent digital mobile media and that the 
dialectics of de- and reterritorialization are a valuable analytical tool for urban media art in general.
J:LJ[PVU!(ɈLJ[7LYMVYTHUJL
The topics Performativity (Action and reception by moving in the urban space) and Emotions and the City formed our 
[OPYKZLJ[PVU(ɈLJ[7LYMVYTHUJL0U(NUPLZaRH.YHSPǉZRH;VIVYLR»Z¸(Y[VM:LYLUP[ `(LZ[OL[PJ-\UJ[PVUVM/\TVY
in Street Art,” the author states that even very activist street art usually uses laughter as a weapon. With the help of 
O\TVY[OPUNZ^LHYLHMYHPK[VZLLPU[OLW\ISPJYLHSTHYL\UJV]LYLK:\ZHU/HUZVU»ZLZZH`¸:[YLL[(Y[HZ7YVJLZZ
HUK7LYMVYTHUJL!;OL:\I]LYZP]Lº:[YLL[ULZZ»VM=PKLV+VJ\TLU[H[PVU¹KPɈLYZMYVT[OLVYPNPUHSWHWLYZOLNH]L^P[O
Danny Flynn at the conference “The Active Role of the Viewer in Urban Art: From Reception to Material Engagement.” 
/HUZVU»ZJOHW[LYLTWOHZPaLZ[OLYVSLVMZ[YLL[HY[PZ[Z»]PKLVZHZWLYMVYTHUJLHUKHZHTVYLH\[OLU[PJ^ H`[V[YHUZMLY
[OLZ[YLL[ PU[VHU PUKVVYHY[ZWHJL,SPZHIL[O-YPLKTHUHUK(SPH9H``HUNH]LHWHWLYVU¸9L=PL^PUN1LY\ZHSLT!
Political Art Interventions in Occupied East Jerusalem.” The authors discuss the political potential of participatory 
urban art interventions in the contemporary context of occupied East Jerusalem.
d) Section 4: Territories
7L[LY)LUN[ZLU]PZ\HSS`HUKJVU[L_[\HSS`HUHS`aLKZVTLZP[LZWLJPÄJZ[YLL[HY[^VYRZI`:WHUPZOHY[PZ[0ZHHJ*VYKHS
[OH[HKKYLZZOV^O\THUZYLSH[L[VUH[\YL PUHU\YIHULU]PYVUTLU[HUKOV^ZP[LZWLJPÄJZ[YLL[HY[TPNO[OH]LHU
impact on our perception of nature. Jovanka Popova discusses participation in democratic regimes and where art 
practices in urban public space can exceed traditional, institutional boundaries.
(S[OV\NO^LKPKUV[TLU[PVUNYHɉ[P PU[OL*-7HML^WYVWVZHSZKLHS[L_JS\ZP]LS`^P[ONYHɉ[P 0U[OLZLWYVWVZHSZ
NYHɉ[PTLHU[LNVZ[`SL^YP[PUNNYHɉ[PPU[OL<:(TLYPJHUZ[`SLZPUJL7OPSHKLSWOPHHUK5L^@VYRPU[OLSH[L Z
6\YHWWSPJHU[Z^LYLUV[YLMLYYPUN[VOPZ[VYPJHSNYHɉ[PPU7VTWLPPUV[IH[OYVVTNYHɉ[PSH[YPUHSPHVYNYHɉ[PHZTVYLVY
SLZZZWVU[HULV\ZVM[LUWVSP[PJHSTLZZHNLZVU[OLZ[YLL[^OPJOHYLHWHY[VMZ[YLL[HY[HUKNYHɉ[PYLZLHYJO[VV/LUYPR
>PKTHYR»ZJVU[YPI\[PVUHIV\[NYHɉ[PI`MVV[IHSSZ\WWVY[LYZPUV\YJVUMLYLUJL]VS\TLJHUILZLLUPU[OPZJVU[L_[
These supporters do not have to have a style-writing background. They usually do not have to have an art background 
either; they are more than spontaneous messages, often quite organized and interested in spreading their message 
^PKLS `3PRLZ[YLL[HY[PZ[Z[OL`ZWLHR[VHNLULYHSW\ISPJVYSPRLNYHɉ[P^ YP[LYZ[VHJLY[HPUWLLYNYV\W!V[OLYZ\WWVY[LYZ
e) Section 5: Urban Imaginary & The City
(YJOP[LJ[\YLHUK*P[`7SHUUPUN4LKPHSPaH[PVUVMHYJOP[LJ[\YLHUKHS[LYUH[P]LMVYTZVM\YIHUKLZPNUJP[`WSHUUPUNPZ
the last section Urban Imaginary & The City. Johanna Elizabeth Sluiter opened this panel with her paper “‘The Man In 
;OL:[YLL[»:OHKYHJO>VVKZ[OL7YHJ[PJLVM,]LY`KH`(YJOP[LJ[\YLHUK<YIHUPZT¹7VZ[^HY\YIHUWSHUULY>VVKZ
used urban structures like stems, webs and bazaars in his texts and his architecture and was geared to care more 
HIV\[WLKLZ[YPHUZHUKZ[YLL[ZSLZZHIV\[JHYZHUKYVHKZ7HTLSH*:JVYaPU»ZJOHW[LY¸<YIHU(Y[HZH3HIVYH[VY`
5L^(WWYVHJOLZ[V(YJOP[LJ[\YLHUK*P[`7SHUUPUN¹KLHSZ^P[OUL^HWWYVHJOLZI`[OL\YIHUHY[JVSSLJ[P]L6ɉJLMVY
:\I]LYZP]L(YJOP[LJ[\YLVZH9LUtL;YPIISL»ZLZZH`¸ -YVT<YIHU0U[LY]LU[PVUZ[V<YIHU7YHJ[PJL&(U(S[LYUH[P]L>H`
VM5LPNOIV\YOVVK+L]LSVWTLU[¹KPZJ\ZZLZ\YIHUPU[LY]LU[PVUZHZUL^MVYTVM\YIHUKL]LSVWTLU[YLÅLJ[LKPU[OL
recent win of the Turner Price in 2015 by radical young architects group Assemble.
9IntroductionUrban Art: Creating the Urban with Art
f) Section 6: Networking Panel
(U PU[LYUH[PVUHS JVUMLYLUJL PZ HSZV HNYLH[ VWWVY[\UP[` [VTLL[ YLZLHYJOLYZ HUKWYHJ[PVUPLYZ MYVTKPɈLYLU[ Z[YLL[
HY[ NYHɉ[P VY \YIHU HY[ IHJRNYV\UKZ -YVT/LYL [V -HTL7\ISPZOPUN MYVT)LYSPU JVU[PU\V\ZS` Z[HNL J\YH[L HUK
collaborate with international Urban Art and Hip Hop projects around the world since 2008. Their founders Akim Walta 
HUK+VU2HYSZWVRLHIV\[[OLPY^VYR:[YLL[(Y[<YIHU*YLH[P]P[`PZHUL[^VYRVMPU[LYUH[PVUHSZ[YLL[HY[HUKNYHɉ[P
researchers founded in Lisbon in 2014. Members Ilaria Hoppe and Ulrich Blanché gave a short introduction about the 
network, its aims and possibilities.
In her essay Yasha Young, director and curator of Urban Nation, informs about the development and the goals of the 
forthcoming Urban Nation Museum for Urban Contemporary Art in Berlin. Jens Besser, a Dresden based (urban) artist 
and curator introduced his work and also contributed a short essay about the idea of a travelling Urban Art Library to 
document the development of contemporary muralism. 
7:!(IV\[V\YJV]LYWOV[V
On February 14, 2009 I took a photo of one of the so-called “human beans” by British street artist Dave the Chimp 
 PU)LYSPU;OPZVUNVPUNZLYPLZVMZ[PJRÄN\YLZ^P[OHUVYHUNLILHUZOHWLKIVK`^HZZ[HY[LKH[[OLSH[LZ[PU
2008. When I saw the motif I liked the contrast of the characteristic human-bean-orange with the bluish green wall. 
Obviously, a house owner had sloppily painted over the upper part of the bean. It was impossible to say what the 
original bean had done. Then someone added astonished, slightly angry eyes to the bean where once its face was.
When Ilaria Hoppe and I were looking for a key visual to use on our poster for the urban art conference in Berlin in 
0YLTLTILYLK[OLWOV[V0[^HZZP[LZWLJPÄJHUKZOV^LKHKPHSVN\LT\S[PWSLH\[OVYZVU[OLZ[YLL[V]LY[PTL
HZ^LSSHZZ[YLL[HY[»ZLWOLTLYHSP[ `
>OLU0NH]LV\YÅ`LY^P[O[OLTV[PM[V\YIHUHY[J\YH[VYHUKMVYTLYNYHɉ[P^YP[LY:[LMHU>PU[LYSL^OVOHK^VYRLK
with Dave the Chip before, he said he was quite sure Dave the Chimp added the eyes himself. In 2017, we contacted 
Dave the Chimp per mail and he kindly gave us permission to use the motif for the book. I asked him if he had added 
[OLL`LZHZ:[LMHU>PU[LYSLZHPK+H]L»ZYLZWVUZL!¸;OLILHU^HZU»[WHPU[LKV]LY0WHPU[LKP[[VSVVRSPRLP[OHKILLU
painted over!” So it was an illusionistic dialog referring to the many dialogues that happen on the street all the time.
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Creating the Urban With Art
 
0SHYPH/VWWL
Institute of Contemporary Arts and Media, 
Catholic Private University Linz
i.hoppe@ku-linz.at
1) Urban art as an umbrella term
The aim of the conference and this publication is to discuss “urban art” in its broadest sense: as an umbrella term 
that encompasses a great variety of creative expressions in the urban environment on a global scale. I am aware 
VM[OL\ZLVM[OL[LYT\YIHUHY[MVYWYVK\J[ZVM[OLHY[THYRL[[OH[HYLYLSH[LK[VNYHɉ[P^YP[PUNHUKZ[YLL[HY[0KV
UV[KPZHNYLLI\[^V\SKSPRL[VWYVWVZLHT\JOIYVHKLYÄLSKVMKLUV[H[PVUZ-PYZ[S`ILJH\ZL[OPZ[LYT^HZ\ZLKI`
artists and activists themselves at the beginning of the great renaissance of street art around the millennium. In Julia 
9LPULJRL»ZÄYZ[HJHKLTPJTVUVNYHWOVUZ[YLL[HY[Z\ITP[[LKHZHTHZ[LY[OLZPZH[/\TIVSK[<UP]LYZP[`PU)LYSPU^L
ÄUK[OLMVSSV^PUNX\V[H[PVUMYVTZ[LUJPSHY[PZ[3VNHU/PJRZ!¸¯<YIHUHY[ILZ[KLZJYPILZ[OLTV]LTLU[;OLHY[[OH[
ZPNUPÄLZ[OPZTV]LTLU[PZPUÅ\LUJLKHUKWYPTHYPS`SP]LZ^P[OPU[OLJP[`LU]PYVUTLU[¯;OLWLVWSL[OLTLKP\TZ
surfaces and showcases that exist within this movement are all born from the city streets” (Reineke, 2007; Blanché, 
6ULTHWVPU[ZPU[OLZHTLKPYLJ[PVU!¸0[Z\TZ\W^OH[^L»YLKVPUN!JYLH[PUNHY[PUMVYPUZWPYLKI`[OL\YIHU
LU]PYVUTLU[[OH[^LSP]LPU0[PZZPTWSLHUKLHZPS`\UKLYZ[HUKHISL[V[OVZL^OVKVU»[KVHY[^OPSLZ[PSSTHPU[HPUPUN
[OLPKLHVMJYLH[P]P[`HUKPU[LSSPNLUJLUV[Q\Z[º]HUKHSPZT»¹9LPULRL")SHUJOt*\YH[VY(KYPHU5HIPHSZV
coined an encompassing term for the Backjumps exhibitions in Berlin after 2003 by naming the phenomenon at large 
as urban communication and aesthetics (Nabi 2003).
;OLIYVHKPTWSPJH[PVUZVM[OL[LYT¸ \YIHUHY[¹HSSV^Z\TTHYPaPUN]LY`KPɈLYLU[V\[JVTLZZ[`SLZTLKPHHUK[LJOUPX\LZ
YHUNPUNMYVTPSSLNHSNYHɉ[P^YP[PUN[VWLYMVYTH[P]LWHY[PJPWH[VY`HUKHYJOP[LJ[VUPJHSPU[LY]LU[PVUZ/PSKLIYHUK[
from adbusting to legal murals and so forth. We do not need to be imprecise by describing the single form of urban 
JYLH[P]P[ `I\[ULP[OLYKV^LOH]L [V YLZ[YPJ[ [OLTI`KLÄUP[PVUZ;VHKOLYL [V [LYTZHZNYHɉ[P^YP[PUNHUKZ[YLL[
art is on the one hand useful to stress their critical potential, on the other hand it can be excluding, if the artistic or 
Q\Z[JYLH[P]LL_WYLZZPVUKVLZUV[Ä[ PU[OLPYJOHYHJ[LYPaH[PVU0M^L\ZL[OL[LYT\YIHUHY[ PUP[ZIYVHKLZ[ZLUZLHZ
a model for analysis, then it is also possible to overcome polarities that were already described and criticized by 
several authors, that is to say, the oppositions between art and vandalism, art and non-art, high and low art or art and 
advertisement and so forth. The objective here is, of course, not to overlook these discussions, but to acknowledge 
them as part of the phenomenon itself. The aim is to deal with every creative expression that appears on our large 
\YIHUZJYLLU(SZVMVY[OPZYLHZVU[OLPU[LYKPZJPWSPUHY`HWWYVHJOPZZVPTWVY[HU[HZP[VɈLYZHT\S[PWLYZWLJ[P]LVM
urban practices, produced by many and often anonymous authors using a great variety of media.
;OLT\S[P[\KLVM L_WYLZZPVUZWVZLZ H NYLH[ JOHSSLUNL MVY ZJPLU[PÄJ YLZLHYJO LZWLJPHSS` MVY HY[ OPZ[VY `^OPJO Z[PSS
WYP]PSLNLZTVUVNYHWOPJHWWYVHJOLZHUKOHZKPɉJ\S[PLZ[VYLJVNUPaLLNZ[YLL[HY[HZHNLU\PULMVYTVMHY[,]LU
though academia as well as the established art world have claimed to overcome the categories of high and low long 
ago, both are still working with hierarchies. Here methods of visual culture studies or the German Bildwissenschaft 
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come into play by allowing us to analyze non-artistic forms of creativity or just signs in the urban fabric, moreover 
[OLYLJLW[PVUVM\YIHUHY[[OYV\NOWOV[VNYHWOPJHUKÄSTKVJ\TLU[H[PVU;OLZLPTHNLZÄUK[OLPY^H`ZTVZ[S`PU[V
the internet and in photo books, and in return shape the urban imaginary. The idea is not to elevate forms of urban 
HY[HY[PÄJPHSS `I\[[VJVUZPKLY[OLWOLUVTLUVUH[SHYNLHUKZLLP[HZHJVU[LTWVYHY`LWPZ[LTPJTVKLSMVYH^H`VM
processing knowledge via images in a dynamic way. The challenge here is to think about a form that includes many 
forms, a multitude of perspectives, which are constantly networking visually and virtually.
 
2) Creating the urban
-\Y[OLYTVYL [OL[LYT\YIHUHY[VWLUZ[OLÄLSK[V^HYK[OLKPZJV\YZLVU[OLJVU[LTWVYHY`JP[` [OH[OHZWYLJPZLS`
changed in the period of the street art boom since the 1990s. Actually, the static notion of the (post)modern city 
^HZNP]LU\WMVYHT\JOTVYLÅL_PISLJVUJLW[PVUVM[OLJVU[LTWVYHY`\YIHU\UKLYZ[VVKHZHWYVJLZZ^OPJO PZ
JVUZ[HU[S`JOHUNPUNLWOLTLYHSTVIPSLLU[LY[HPUPUN]PY[\HSKPNP[HSHUKHSZVJOHV[PJHUKKPɉJ\S[[VJVU[YVS)V\YKPU
Eckardt, Wood, 2014). These characteristics meet perfectly the criteria of urban creativity as the contributions of 
this publication demonstrate. Street art, in particular, has shown to be not only constantly changing, ephemeral, 
mobile and entertaining, but also developed at the same time and together with the web 2.0, and is therefore also 
virtual. It represents and produces the contemporary urban multidimensional space. This process is of course not 
SPULHYI\[PTWSPLZVWWVZP[PVUZHUKJVU[YHKPJ[PVUZZ\JOHZNLU[YPÄJH[PVU:[YLL[HY[PZ]LY`VM[LUHJJ\ZLKVYWYHPZLK
as a motor of urban renewal because it attracts people to live in such an environment, which in turn allures to real 
LZ[H[LKL]LSVWLYZ/V^L]LYHM[LY[OLWYVJLZZVMNLU[YPÄJH[PVUPZJVTWSL[LKLZWLJPHSS`NYHɉ[P^YP[PUNHUKZ[YLL[HY[
disappear from the respective area, a process that has happened in Berlin. The intensive investment is accompanied 
I`JVU[YVSVMWYVWLY[`[OH[SLHKZ[V[OLHNHPUTVYLZ[H[PJUV[PVUVM[OLJP[ `7YVJLZZLZSPRL[OPZZOV^OV^JVUÅPJ[Z
within the contemporary city very much depend on the urban imaginary: Who has the power to decide about the 
overall image? Who is permitted to develop the ideas about communal living (Bourdin, Eckardt, Wood, 2014)?
-YVT[OPZMVSSV^Z[OH[[OL\YIHUPZHSZVWVSP[PJHSPUKPɈLYLU[^H`Z!P[OHZILN\U[VHZZ\TL[OLTLHUPUNVM[OLW\ISPJ
ZWOLYLkɈLU[SPJORLP[9LJLU[S `P[^HZU»[Q\Z[PU,\YVWLHUJP[PLZ[OH[VWPUPVUWVSSZK\YPUNLSLJ[PVUJHTWHPNUZUHTLK
HZVJHSSLK¹\YIHULSLJ[VYH[L¸^OPJOJHUUV[ILKLÄULKZVJSLHYS `(M[LY[OLJVU[YV]LYZPHSTLKPHSH^PU7VSHUK^HZ
enacted early in 20161, the Polish foreign minister Witold Waszczykowski stated in an interview that the law would cure 
7VSHUKVMKPɈLYLU[RPUKZVMKPZLHZLZZ\JOHZ[OLUL^TP_VMJ\S[\YLZHUKYHJLZH^VYSKVMJ`JSPZ[ZHUK]LNL[HYPHUZ
^OV^HU[[V\ZLVUS`YLUL^HISLLULYN`HUKÄNO[HNHPUZ[HU`MVYTVMYLSPNPVU2 In this neoconservative position, which 
^LLUJV\U[LY[OLZLKH`ZUV[VUS`PU7VSHUK^LZLLHYLÅLJ[PVUVM[OPZ\YIHUW\ISPJ[OH[HWWHYLU[S`PZOHYK[VKLÄUL
Of course, I think that this kind of urban public is the prime audience of urban art, maybe even the agents of it. They 
and their urban culture constitute forms of a global development that challenge many people and lead them toward 
neo-conservative parties or even further.
Finally, the discourse on the urban has replaced the one on the city itself and has its own semantic history. Until 
the end of the 20th century ”urban” had a positive connotation: It was idealized as the Mediterranean city with the 
central piazza in the tradition of the Greek agora, representing the ideal of historic democracy. Strangely enough, 
 
0[W\[Z[OLUH[PVUHSIYVHKJHZ[JVTWHUPLZKPYLJ[S`\UKLY[OLPUÅ\LUJLVM[OLNV]LYUTLU[[OH[JSHPTLKOPZYPNO[[VHWWVPU[[OL
KPYLJ[VYZKPYLJ[S `-VYTVYLPUMVYTH[PVUZLL!O[[W!^^ ^O\THUYPNO[ZL\YVWLVYNWVSHUKQHNSHUKYHPZLZTLKPHSH^O\THU
YPNO[ZJVUJLYUZ^P[OWYLZPKLU[K\KH
 
-VY[OLVYPNPUHS[L_[ZLLO[[W!^^ ^IPSKKLIPSKSP]LWVSLUTPUPZ[LYIPSKO[TS
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[OPZJVUJLW[^HZVUS`YLHSPaLKPUZOVWWPUNTHSSZHUKHY[PÄJPHSS`I\PS[KPZ[YPJ[ZSPRL7V[ZKHTLY7SH[aPU)LYSPU;OLZL
TVKLSZHYLUV[\YIHU PU [OLTZLS]LZ" [OL`HY[PÄJPHSS` Q\Z[ YLWYLZLU[\YIHUP[ `7HY[PJPWH[PVUOLYL PZJSLHYS` SPTP[LK [V
consumerism and controlled labor. These concepts were criticized by contemporary urban theory that stresses more 
[OLJVUÅPJ[PUNHZWLJ[ZVM\YIHUP[ `-YVT[OPZWLYZWLJ[P]L[OL\YIHUPZUV[JVUJLP]LKHZHJVUJPZLZWHJLI\[TVYL
HZHUVWLUWYVJLZZULNV[PH[PUNJSHPTZVU\YIHU[LYYP[VYPLZHUK[OLZ[Y\NNSLVU[OLZ`TIVSPJZPNUPÄJHUJLVMP[ZWSHJLZ
/V^L]LYP[PZH[[OPZWVPU[[OH[^LZLLHNHPU[OLWV[LU[PHSVM\YIHUHY[HZHJYLH[P]L[VVS[VPUÅ\LUJLHUKZOHWL[OL
symbolic meaning of urban space itself, and in doing so reclaiming that very space. Its inclusive characteristics often 
[HJRSLZ[H[PJUV[PVUZVMJP[`WSHUUPUNHUKVWWVZLWVSPJPLZVMNV]LYUHUJLHZ^HZHSZV[OLJHZLPU)PYNP[4LYZTHUU»Z
talk about Korean practices (Mersmann, 2018). The analysis of urban art is therefore a valuable tool to make such 
processes visible. The contributions to this volume show an understanding of the contemporary urban that takes into 
JVUZPKLYH[PVU[OLPUJVUZ[HUJ`VM[OLW\ISPJZWOLYL/LSIYLJO[+PYRZTLPLYHUK[OLWVZZPIPSP[PLZVMP[ZZOHWPUN
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Abstract
0UYLJLU[KLIH[LZ[OLX\LZ[PVUVUOV^UL^PUMVYTH[PVUHUK[LJOUVSVNPLZPUÅ\LUJL\YIHUSPMLOHZILLUYLMVYT\SH[LK
to include aspects of a more profound change. This has to do with the technical ability to lay information on spaces, 
^OPJOYLTHPUZ]PZPISL[VV[OLYZ0U[OPZ^H `WSHJLZJHUILPKLU[PÄLK^P[OTVIPSLWOVULZHUKHSZVHSSV^[OL\ZLY[V
share information on this place with others. In this “augmented city,” communication among users can create new 
geographies. In this article, the author underscores the impact of the ICT (information and communication technologies 
such as smart phones, tablets, Augmented Reality technologies, social networks) innovations in urban life. In a second 
step, the concept of augmented urbanism will be understood as part of a more profound societal change in which 
the diversity of urban life styles is at stake. As for urban hacking, the options for norm-changing strategies are taken 
into account. It is argued, it needs to be framed as being linked to the spheres of art, sport and urban planning; urban 
hacking must be regarded a potential vehicle of local adaptation to global codes.
2L`^VYKZ!virtual urbanism, urban hacking, augmented city, urban theory, urban sociology
1. Introduction
The permanent innovations of ICT since the 1990s have raised questions about the impact on “space” in the widest 
sense, but also with regard to very particular questions of urban life. In the most profound reconsiderations, space 
appears to be shrinking and compressed by the diminishing of distances. The appearance of economic, social and 
cultural phenomena as being “just-in-time” and transmission of “real time” have questioned the basic order of time-
ZWHJLJVUULJ[PVUZ^OLYL[OLNHWIL[^LLU[^VTVTLU[ZPU[PTLOH]LILLUWYVK\JLKZPNUPÄLKHUKJVU[YVSSLK[OL
experience of distances and by doing so, enabling space as a chronical idea. With the emergence of ubiquitous 
communication, the perception of space has overcome the dual before-and-after order; ICT enable us to be present 
H[[OLZHTL[PTLPUKPɈLYLU[X\HSP[PLZI\[ZPT\S[HULV\ZS `
Many considerations about the implications of this new space-time order have taken into account that profound 
changes in perspective on cities might need to be assumed (Boudin, Eckardt, Wood, 2014). In particular, the so-called 
“end of geography” has either led to overoptimistic claims of a decentering world where connectivity has become the 
THPUJVUJLYUVYWYVK\JLKKHYRMHU[HZPLZHIV\[JOHV[PJHUK\UNV]LYUHISLZWHJLZ0U[OLKPZJV\YZLVU[OLLɈLJ[ZVM
globalization on cities, the general assumption has been that cities were not dissolved as important living spaces for 
most people and that the spread of ICT does not solve the problems of hierarchies, and social and political inequalities 
- neither in states nor within cities 
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Another perspective concerns the micro level of cities: the personal interaction in shared spaces. One critique is that 
the meaning of public space has become challenged as people are more concerned with the communication that is 
displayed on their electronic device rather than with the persons physically around them. Underlying the assumption 
that “in former times” people interacted with their bystanders randomly, this rather nostalgic view misses the innovative 
spatial production that is undertaken by ICT users in public spaces today. In the modern city, communication enables 
meeting by travelling from one point in space to another; this function of communication has been added up by 
“staying tuned.” Research shows that communication does indeed enable meetings with absent persons. Mobility is 
increasing because of better and faster communication options. 
5L]LY[OLSLZZ[OLSVNPJVM0*;IHZLK\YIHUPZTOHZJOHUNLK^ P[OYLNHYK[VP[ZZWH[PHSMYHTL;OLTVZ[Z[YPRPUNKPɈLYLUJL
between a permanent online communication and its space to the former modern urban life might be seen in its need 
MVYJVUZ[HU[WYVK\J[PVUVM]PZ\HSP[ `;OPZOHZ[VKV^P[O[OLKPZ[YHJ[PUNLɈLJ[VM0*;[OH[YLX\PYLHSHYNLHTV\U[VM
JVUJLU[YH[PVUL]LUPM[OPZPZYH[OLYKPɈ\ZL;OLWZ`JOVSVNPJHSMVJ\ZPUNVU[^VWLYTHULU[SH`LYZVMWYLZLUJLJYLH[LZH
KPɈLYLU[YLNPTLVMSVVRZJW.YHOHTAVVRHUK)VS[VU-VY[OLJP[PLZZOHWPUNHUKKLZPNUPUNZWHJLPUP[ZI\PS[
environment has so far had a function for interactive communication on the basis of direct sensing. Still, large parts of 
[OL\YIHULU]PYVUTLU[M\UJ[PVUHJJVYKPUN[OLY\SLVMKPYLJ[Z[PT\S\ZPU[LYWYL[H[PVU)HZPJ\YIHUZLTPV[PJZSPRL[YHɉJ
SPNO[ZZOVWWPUNSVNVZVɉJPHSPUKPJH[PVUZSPRLZJOVVSIHUULYZVYWVSPJLZ[H[PVUZPNUZ[LYYP[VYPHSJSHPTZSPRLIVYKLYZHUK
gates were not abolished and still learned by urban dwellers in early childhood as an important symbolic order. What 
is common to all of these semiotic settings is that they are part of an introvert map that is created step by step in the 
run of  the primary socialization of the individual and based on personal communication with (parental) authorities. 
Becoming a stranger meant that one has not undergone this process of personalized and space bound socialization in 
a particular place. This implies meant that the learning of the semiotic layer needs to be repeated. The modernization 
VMSPMLOHKOV^L]LYMVSSV^LK[OLZHTLWYPUJPWSLZZV[OH[[YHɉJSPNO[ZHUKOV\ZLNH[LZJHUSVVRKPɈLYLU[I\[[OL`
can be understood in its functionality regardless the cultural context. The content side of this observation of a strange 
symbolic order was not touched by this estrangement and can be reconstructed by careful looks and in a directly 
sensed manner.
>P[O[OLZWYLHKVM0*;JVTT\UPJH[PVUPU[OLW\ISPJYLHST[OLTLHUPUNVMW\ISPJZWHJLOHZILJVTLHKPɈLYLU[^OPJO
not only dissolves the idea of space as distance but also of presence. While progressive architects have regarded 
public space in its functionality as meeting places and fostered their quality to comfort people to stay, the meaning of 
“being present” in a holistic way has become doubled or irritated by the presence of a “virtual other.” Still, it is hard to 
ÄUK[OLYPNO[[LYTPUVSVN `^OPJOPZUV[UVYTH[P]LHUK\ZPUNTL[HWOVYZ[OH[TPNO[ILTPZSLHKPUNMVY[OPZ[YHUZMVYTLK
experience of virtualized public space. Like Kitchen and Dogde (2011) speak about the “digital shadow” that is left 
behind with our traces of ICT communication, the analysis mostly starts from the point of view of the ICT user. Few 
JYP[PJZOH]LZVMHYYLÅLJ[LKVU[OLMHJ[[OH[[OLWLYJLW[PVUHUKL_WLYPLUJLVM[OLZOHKV^^HZWYLKPJ[LKHUKMVYLZLLU
by the public or private providers of spatial arrangements.
The main aspect of the ICT-related analysis is the personalization of individual perspectives. As we know from the 
JSHZZPJLZZH`ZI`>HS[LY)LUQHTPUVU [OL7HYPZPHUÅoUL\Y [OL^HSR [OYV\NO[OLJP[` PZOPNOS`TV[P]H[LKI`KLZPYL
HUKLTV[PVUHSULLKZVM[OLPUKP]PK\HS[Y`PUN[VÄUKOPZWLYZVUHSWSHJLPUTHZZZVJPL[ `0U[OPZYLNHYKJVU[LTWVYHY`
personalization of the use of communication and public space is only in the line of this process of individualization. In 
[OPZP[JHUILYLNHYKLKYH[OLYHZHRPUKVMYHKPJHSPaH[PVUVMTVKLYU\YIHUILOH]PVY[OHUHZHWYVMV\UKS`KPɈLYLU[^H`
of interacting in the city. This means, that while the physical gaps no longer are as important as they have been, the 
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SVUNPUNVMJP[`K^LSSLYZ[V¸LTIHYR¹TLU[HSS`VUKPɈLYLU[SL]LSZPZ[OLLZZLUJLVM\YIHUK`UHTPJZ0U)LUQHTPU»Z[PTL
the dissociation from the present surrounding came as a shock and brought in memory of the past. Today, it appeared 
that the complexity of sensing and feelings in the city are parallelized and embedded into commodity spheres. The 
JVTTVKPÄJH[PVUVM [OLZL MLLSPUNZ PZ YLHSPaLKI` [OLWYVK\J[PVUVMZLJ\YP[`HUKZHML[ `;OLTHQVY [VVSZ [VHJOPL]L
this stabilized emotional urbanity are the creating of shared codes, which are recognizable in the virtual and the built 
LU]PYVUTLU[0UZ[LHKVM[OLZOVJRVMKPɈLYLUJLHUK[OL\UZVS]LKWYVISLTZVM[OLWHZ[[OPZWYVJLZZVM]PY[\HSPaH[PVU
VM\YIHUHPTZH[\ZPUNZ`TIVSZHUKHLZ[OL[PJJVUJLW[Z^OPJOHYLLUHISPUNÅV^ZIL[^LLUIV[O^VYSKZ^P[OV\[HU`
kind of irritation. 
2. Augmented urbanism
The basic principle of urban development can be described as a highly controlled and themed construction of 
Z`TIVSPJ SHUKZJHWLZ PU [OL JP[`^OLYL 0*; ÄYZ[S` OHZ ILLUTHKL WYLZLU[ [V ILJVTL H^PKLS` HJJLW[LK [VVS MVY
JVTT\UPJH[PVU;OPZPZPUWHY[PJ\SHY[Y\LMVY[OLÄYZ[NLULYH[PVUVM0*;YLSH[LK\YIHUWYVQLJ[ZZ\JOHZ[OL[OLTPUNVM
cities according to particular narratives. Already in the early 1990s, this principle has been realized by paradigmatic 
concepts like Disneyland and Times Square. The dissemination of internet cafés followed up and made ICT-related 
communication popular and trendy. In this phase of urban development, the spread of electronic billboards and 
screens was paradigmatic. It symbolized a semantic hegemony of the idea of a superior form of communication and 
in this way broke the ground for the preference of norms that superpose existing perceptional freedom. In other words, 
[OLWLYTHULU[JOHUNLVM\ZLZVM[OLW\ISPJZWHJL[OH[YLX\PYLKHJLY[HPUÅL_PIPSP[`VMUVYTZɬVU^OH[PZHSSV^LK[VIL
ZLLUHUKKVULɬZ\I[S`NH]L^H`[VHU\UKLYZ[HUKPUN[OH[ILPUNPU[V\JO^P[ONSVIHSJVTT\UPJH[PVUSPULZHUK[OLPY
codes of viewing are most important. Setting up screens became a kind of power demonstration that devalued other 
forms of non-virtual communication. Consequently, many cities adopted the idea that a city needs to have one identity 
and a pictorial appearance that can be branded globally by the code of ICT. While in the beginning, cities have been 
H\NTLU[LK[VMVZ[LYHUKLUHISL]PY[\HSJVTT\UPJH[PVUMYVTHJLY[HPUWVPU[VU^HYKZ[OLJH\ZLHUKLɈLJ[YLSH[PVU
[\YULKHYV\UK!]PY[\HSPaLKPU[LYHJ[PVUHɈLJ[LK\YIHUSPMLHUKH\NTLU[LK[OL\YIHUYLHSP[`PUH]HYPL[`VM^H`Z
(\NTLU[LK\YIHUPZT[OLYLMVYLPTWSPLZUV[ZVT\JO[OH[JP[PLZVɈLYZWHJLZ[VSPUR\W[V]PY[\HSJVTT\UPJH[PVUSPRL
SVVRPUNH[ZJYLLUZYH[OLYP[TLHUZ[OH[]PY[\HSJVTT\UPJH[PVUÅV^ZPU[V[OL]LY`SVNPJVM\YIHUSPML0U[OPZYLNHYK
the “normal” use of mobile phones and permanent online presence is a technical and social basis for the augmented 
urbanism. To understand this impact, the city needs to be seen as being both planned and lived by with its daily 
routines. Apparently, the routines of many citizens have been changed by the personalization of information that they 
YLJLP]L[YHUZSH[LPU[V[OLPYV^UZWH[PHSILOH]PVYHUK[OLYLI`YLPUMVYJL+HPS`YV\[PULZOH]LILJVTLTVYLLɈLJ[P]LHUK
therefore have changed the rhythms of a city. Moreover, they shape new urban geographies by following individualized 
tracks of mobility. The major driving force for the creation of new mobility structures, however, comes from the activity 
of other users where the individual reacts and so forth. The main aspects of urban life are no longer related to the 
PUMVYTH[PVUNP]LUI`P[ZWYV]PKLYZZ\JOHZZOVWZYLZ[H\YHU[ZOV[LSZ[YHɉJMHJPSP[PLZZJOVVSZHUKV[OLYZI\[[OL`HYL
part of a larger act of communication where the interpretation (with “likes” in its simplest way) are crucial. For urban 
planning is the choice of residence is essential. Neighborhood descriptions and their visual appearance have become 
mostly a question of virtualized information.
The character of this augmented urbanism cannot be seen without its technical basis. While these ICT-related 
JVTT\UPJH[PVU MVYTZVɈLYTVYLVW[PVUZ MVY JOVVZPUNWSHJLZ [V^VYR SP]L YLJYLH[LHUKTVYL [OLNLULYH[PVUVM
this information follows two main principles. Firstly, it searches for solutions that enable immediate decision. In this 
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^H `MYVT¸ÄYZ[HWWLHYHUJL¹[OLLTV[PVUHS PU[LYWYL[H[PVUVM¸SPRL¹VY¸UV[SPRL¹HWWLHYZ[VIL\UX\LZ[PVUHISL3LK
I`[OLPTWLYH[P]LVMKLJPZPVUTHRPUN[OLYLJVTTLUKH[PVUZHYLLP[OLYYHURLKVYZPTWSL¸`LZ¹VY¸UV¹X\HSPÄJH[PVUZ
In this regard, ambivalence of information and the need for own research are discredited. This principle of avoiding 
misunderstanding and thereby neglecting ambiguity leads to the second function of augmented urbanism, which is 
social sameness. The algorithmic logic of search machines and others seeks recommendations in the light of the 
PUKP]PK\HS\ZLYWYVÄSL)`KVPUNZV[OLZLHYJOMVYHɉUP[P]LV[OLY\ZLYZSLHKZ[VHÄS[LYI\IISL^P[O[OL\UKLYS`PUN
unspoken philosophy that it is always the best to live with people or to go to place where you meet “your kind“. In its 
urban consequence, the shaping and building of people of the same taste – be it traditional, be it liberal-open minded 
¶SLHKZ[V[OLYPZLVMNLU[YPÄLKHYLHZHUKNH[LKULPNOIVYOVVKZ^OLYLV[OLYULZZPZZ[Y\J[\YHSS`VYI`L_OPIP[PUN`V\Y
way of life excluded. At least for the European cities, the loss of a certain degree of social and cultural mix is at stake.
3. Urban hacking
Cities have reacted in many ways on the “lived by” augmented urbanism. Globally, the social segregation of cities has 
increased with a nowadays self-understood principle put into practice that living in your own community is recognized 
HZILPUN¹[OLILZ[^H`[VKV¸;OLHWWYLJPH[PVUVMJ\S[\YHSHUKZVJPHSKPɈLYLUJLOHZILLUYLK\JLK[VOPNOS`JVU[YVSSLK
and rather timely arranged coulisses and events. The emergence of the festival and event city falls into this category. 
While thus urban life has become something of a Potemkin-style cosmopolis, urban planning in its core function, such 
as realizing public projects, has been confronted with the request for more public participation via ICT. This is even 
more true for the “digital divide:” this new form of participation does not challenge the basic principle of radicalized 
individual urbanism. Nevertheless, there is hope for an “augmented deliberation” (Gordon and Manosevitch, 2011). 
Its main emphasis lies in the potential of ICT to increase discussion about the best solution for planning problems. 
;OLHIPSP[`[VPUJS\KLV[OLY^H`Z[VYLHJOV[OLYUVU]LYIHSZLUZLOLSWZ[VPTWYV]L[OLJYLH[P]P[ `ÅL_PIPSP[`HUK[OL
inventiveness of the planning process and altogether they reinforce the norm of necessary conversation. Role play and 
NHTPUNJHUL]LUZOV^^H`ZOV^[VTHUHNLJVUÅPJ[ZVMPU[LYLZ[^OPJOHYLVM[LUZPNUPÄJHU[PUWSHUUPUNWYVJLZZLZ
Outside the established spaces of planning, the use of ICTs can be indeed also seen as a kind of deliberative or 
anarchistic practice that does not accept the streamlining of spaces in the light of virtual sameness creation. While 
it is allowed to shape a layer of information and imagination on the information displayed on a mobile screen with 
look on a particular place – like getting the recommendations of other users when zooming in on a spatial address 
- disrupting and irritating informational practices are developing at the same time. As an attempt to classify these 
activities, the term “urban hacking” has found some acceptance in the academic world. It is introduced to describe 
activities that are counteracting pre-given codes on the meaning of space or spatial arrangements. In this way, they 
HYLPU]HKPUN[OLPU[LYUL[SPRLOHJRLYZHUK\ZL[OLTMVY[OLPYV^UW\YWVZLZI`PTWVZPUNHKPɈLYLU[JVKL;OPZRPUK
of urban behavior can be traced back to the 1970s with its culture war: hip-hop music, skateboarding, break dance, 
NYHɉ[P;OLJ\S[\YHSSVNPJZVMHK]HUJLKJHWP[HSPZTOH]LPUJVYWVYH[LK[OLZLHJ[P]P[PLZPU[VP[ZYLWLY[VPYLVMYLWYVK\JPISL
YV\[PULZ+LZWP[L[OLPYZ\JJLZZM\SPU[LNYH[PVUPUJVTTVKPÄJH[PVUWV[LU[PHSZVMYLZPZ[HUJLOH]LYPZLUHNHPU^P[O[OL
“cultural jamming strategies in the risky spaces of modernity” (Friesinger, Grenzfurthner, Ballhausen, 2010). In their 
jamming, urban hackers do not necessarily follow any kind of political idea or are aware of their code switching and 
irritating conduct. Rather, out of a very self-understood feeling for autonomous moving, the new forms of public 
behavior in cities criticize mass production, cultural homogeneity and social conformism in an implicit way. There is 
also, however, a politicized part in the urban hacking phenomena if bicycling actions like Critical Mass are considered 
where many participants are posting political statements against the mainstream preference for car use. Clearly, 
politically motivated are also activists who strategically target certain companies with “adbusting” where they are 
laying critical information on the augmented urban spaces, for example pointing out environmental concerns about 
[OLJVTWHUPLZ:VMHY[OLKPɈLYLU[L_HTWSLZTLU[PVULKPU[OLKPZJV\YZLVU\YIHUOHJRPUNOH]LHTVYLWYVMV\UKHUK
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often a less visible communality. This is, in short, the re-interpretation of the norms of homogenous interpretation of 
a space by both action and representing this in the information layers of the augmented spaces. There is, of course, 
a massive attempt of companies and public authorities to limit and to even criminalize these activities. One can, 
OV^L]LYHSZVÄUKZ\WWVY[P]LZWOLYLZ[OH[WYV[LJ[\YIHUOHJRLYZ-PYZ[S `[OLHLZ[OL[PJPaH[PVUVMJP[PLZHSSV^ZOHJRPUN
PU[OLYLHSTVMHY[;OPZPZHSZVH[^VMVSKYLSH[PVUZOPW(Z[OLOPZ[VY`VMNYHɉ[PZOV^ZP[ZKPZY\W[P]LJOHYHJ[LYHUK
MYLLKVTOHZHSZVILLU[HTLKHUKJP]PSPaLKMVYL_WSVP[H[PVUI`[OLHY[PUK\Z[YPLZ:LJVUKS `\YIHUOHJRPUNWYVÄ[ZMYVT
a return of the body and of movements where individual sport has become widely accepted as being normal in the 
city. To be seen as doing ”sport“ creates the need for distinguishing one selves from those who do only boring jogging 
¶SLH]LHSVUL5VYKPJ^HSRPUN¶I`L_OPIP[PUNTVYLYPZR`ILOH]PVY;OPYKS `P[PZ[OLÄLSKVM\YIHUWSHUUPUNP[ZLSM^OPJO
paradoxically seeks for unconventional behavior to brand the city as being unique. Guerilla gardening, squatting, 
temporary use of vacant buildings and all kind of “urban pioneering” are creating a desired atmosphere of creativity 
and attractiveness. Pictures of these augmented spaces are worldwide creating urban brands that cannot be invented 
top-down and which are necessary to let the city appear as attractive for visitors, investors and especially the young 
HUKOPNOS`X\HSPÄLK^VYRMVYJL
4. Conclusions
In sport, art, architecture, and urban planning exists an ambivalent attitude toward urban hackers who are aware that 
they are image-shaping actors. Their activities are inspired by mostly uncommon forms of interaction with public 
spaces, which they know from the virtual world. It is not only the information on how to adbust or to youtube skating 
on a bench. Urban hacking is an activity that re-adopts spaces that have been mono-normed by global codes of 
life-style recognition. The augmentation of urban spaces is an expression of power shifts where local needs have 
been subdued to the imperatives of globally recognizable forms of aesthetics. While ICT can be regarded as helping 
to establish the better promotion of arguments for the sake of a more participatory planning, the hacking of spaces 
is an expression of a non-verbal interaction with the already established norms of homogenous spheres. As a simple 
technique, urban hacking could also be instrumentalized for the sake of place branding and marketing. It can make 
WSHJLZH[[YHJ[P]LHZILPUNHS[LYUH[P]LVY¸KPɈLYLU[¹^OPJOPU[\YUJHUILL_WSVP[LKMVY\YIHUIYHUKPUN
9LMLYLUJLZ
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:VTL+LÄUPUN(ZWLJ[ZPU.YHɉ[P:[YLL[(Y[HUK<YIHU(Y[
1VOHUULZ:[HOS
 
Abstract
.YHɉ[POHZKL]LSVWLKPUHUPU[LYLZ[PUN^H`!MYVTHJYHM[[LJOUPX\LPU[OL9LUHPZZHUJL[VHKLÄUPUNKPɈLYLUJLTHKL
PU[OL [OJLU[\Y`IL[^LLUVɉJPHSHUK\UVɉJPHSPUZJYPW[PVUZ,]LU[OLUNYHɉ[P^HZKLWPJ[LKHZHUHY[VMYLILSSPVU0U
JV\U[LYWLYZWLJ[P]L[V[OPZ[YHKP[PVUVMILPUNQ\Z[WVSP[PJHSS`YLILSSPV\Z5L^@VYR^YP[LYZPUZ[LHKOHKKPɉJ\S[`KLÄUPUN
their practice between art, vandalism and rebellion.
:[YLL[HY[PZHZWLHRPUN[LYT!+LÄUPUNHWOLUVTLUVUI`P[ZWSHJLPZQ\Z[VULLSLTLU[VM[OPZKLÄUP[PVU;OLJVUUV[H[PVUZ
VM[OL^VYK¸Z[YLL[¸HUK[OLWO`ZPJHSZ[YLL[HZH]PZ\HSZ\IQLJ[HZ^LSSHZHZP[LMVYHY[ZOV\SKILSVVRLKH[HZKLÄUPUN
factors, too. How does street art refer to the fact that street perspective or mobility produces a way for people to look 
at things? What similarities exist if objects and their reception are compared to advertising or so-called “percentage 
art“? And where and under which conditions is street art free or applied art?
<YIHUHY[VWLUZHUV[OLYKLÄUPUNWVZZPIPSP[ `/LYLHZWLJ[ZVM\YIHUPZTJHULUHISLHJSVZLYSVVRPU[V[OLZLWOLUVTLUH
but also how factors of urbanity have changed during the last decades.
2L`^VYKZ!.YHɉ[PZ[YLL[HY[\YIHUHY[KLÄUP[PVUZ
0[OPUR[OH[THU`VM[OL[LYTZPU\ZLHUK[OLPYKLÄUP[PVUZTHPUS`MVSSV^HWWYVHJOLZ[OH[HYLUV[HJJVYKLK[VHY[OPZ[VY`
[LYTPUVSVN`HUK^OPJOHYL[`WPJHSPU[OLPY[PTL0[PZZVTL[PTLZHT\ZPUN[VJVUZPKLY[OLJSHPTZ[OH[KLÄUP[PVUZTHRL
Typically, in a more business-related approach, a gallery assistant in Munich explained to the author that urban art is 
[OLZ\WLYPVY[LYTMVYHSSMVYTZVMHY[PUW\ISPJPUJS\KPUNZ[YLL[HY[VM^OPJONYHɉ[PPZWHY[
:VTLZOVY[J\[KLÄUP[PVUZ[Y`[VW\[P[PUOPZ[VYPJHSZLX\LUJL!NYHɉ[PSH[LYILJHTLZ[YLL[HY[HUKL]LUSH[LY\YIHUHY[
;OLNYHɉ[P^YP[LY4HYL ^YV[LPUYLMLYYPUN[V[OL ZPU5L^@VYR!¸>OH[^LJHSSZ[YLL[HY[[VKH`PZUV[OPUN
else than what writers made in those times.” (Mare 139, 2007: 110) The question rises if this can be regarded as a 
normal historical development or more like a marketing-minded relaunch of a product, which – from time to time – has 
not only lost a bit of its attractiveness but was taken out of the game because terms like urban art matched better 
with business activities.
.YHɉ[P
0U HKPJ[PVUHY`LU[Y`Z[H[LK!¸9HYLS`\ZLKPU[OL [OJLU[\Y `^OLUP[^HZÄYZ[\ZLKV\[ZPKL[OL0[HSPHUSHUN\HNL
[OL [LYT ºNYHɉ[P»^OPJOZLLTLK [VIL PU\ZL MVYHSSRPUKZVMZJYH[JOPUN PUZJYPW[PVUZJHY]PUNZHUKZJYPIISPUNZVU
whatsoever surface, takes a new meaning: for the archaeologists and paleontologists, it becomes a general term 
ZLY]PUN[VKPZ[PUN\PZOWVW\SHYPUZJYPW[PVUZMYVTVɉJPHSPUZJYPW[PVUZPUHU[PX\LTVU\TLU[Z¯;VKH `P[PZJVTTVU
ZLUZL[VJHSSNYHɉ[PHSS\UVɉJPHSKYH^PUNZHUKPUZJYPW[PVUZ[VILMV\UKVUZ\YMHJLZHYJOP[LJ[\YHSVULZHUKV[OLYZ
PU^OPJO[OLWYPTHY`M\UJ[PVUKPɈLYZMYVT[OVZLBZ\YMHJLZ1:D^OPJOHYLUVYTHSS`PU\ZLMVYKYH^PUNHUK^YP[PUN¹
(Curry et al. 1970: 850).
It is remarkable that the authors use the singular NYHɉ[V and mention French users of NYHɉ[LWS\YHSNYHɉ[P
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;OLKH[L^OLU[OL`W\ISPZOLK[OPZKLÄUP[PVUPZJSVZL[V;OLVKVYL9VZaHR»Z  L_WVZP[PVUVMPKLHZHIV\[JV\U[LY
J\S[\YL /V^L]LY [OL MVJ\Z VU [OL \UVɉJPHS LSLTLU[ PU NYHɉ[P OHK VSKLY YVV[Z 0U OPZ JVTTLU[Z VU 7VTWLPHU
L_JH]H[PVUZHUKOPZKPZJV]LY`VMNYHɉ[P PU[OLTPKUPUL[LLU[OJLU[\Y `9HɈHLSL.HYY\JJPPU[YVK\JLKHUK
\ZLK[OL[LYTNYHɉ[LMVYL]LY`\UH\[OVYPaLKH[[YPI\[PVU[VW\ISPJ^HSSZ^PKLUPUN[OLMVYTLYS`[LJOUPJHSKPɈLYLU[PH[PVU
between ZNYHɉHYL (scratching) and WLU[PTLU[P for legal and thus social aspects.
)\[YLMLYYPUN[VNYHɉ[PHZHY[PZHUV[OLYX\LZ[PVU[OHU[VHZRMVY[LJOUPJHSSLNHSVYMHZOPVUKLÄUP[PVUZ
One might ask: How do scratching and related techniques refer to art? Can art be counter culture? At least, scratching 
THKLHKPɈLYLUJLPU.LYTHUSLNPZSH[PVUKPZJ\ZZLKPU[OLTPKLPNO[PLZ0[TH[[LYLK^ OL[OLY` V\Q\Z[HS[LYLK[OLZ\YMHJL
VY¸OHYT[OLZ\IZ[HUJL¹5V^HKH`Z[OLKLÄUP[PVUVM[OL¸Z\IZ[HUJL¹PZ]LY`SHYNL;OLHS[LYH[PVUVM[OPZUV[PVUOHZ
enforced stricter laws. An addition in the 1979 judgment against Harald Naegeli put a related perspective into words 
(cited by Thoss, 1983: 215-225). 
“Harald Naegeli has, over years and with incomparable hardness, consequence and ruthlessness, managed to make 
[OLYLZPKLU[ZVMAYPJOPUZLJ\YLHUK[V\UZL[[SL[OLPYMHP[OPU[OLPU]\SULYHIPSP[`VMWYVWLY[`IHZLKVUV\YSLNHSVYKLY¹
-PN¸>PYZWYOLUUPJO[]VY-YL\KL¹^LKVU»[ZWYH`V\[VMM\U2SU4HNU\ZZ[YHLWOV[V[HRLU(\N\Z[ D
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Fig. 2 - Footprint and ghost writing in Edinburgh, photo taken 2012].
-PN9LK0UKPHU[LU[PU5L^@VYR»ZÄUHUJPHSKPZ[YPJ[WOV[V[HRLU6J[VILY D
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)LZPKLZ[OLZLX\LZ[PVUZNYHɉ[POHZILLUHOPW[LYT(ZHUL_HTWSL.LVYNL3\JHZ»OPNOS`Z\JJLZZM\SÄST(TLYPJHU
.YHɉ[P \ZLKP[I\[PUUV^H`YLMLYYLK[V[OLJ\S[\YHSPTWHJ[[OLÄYZ[NHSSLY`ZOV^^YP[LYZVM[OL<UP[LK.YHɉ[P
(Y[PZ[Z had in 1973.
As late as 1986, a bookshop catalog, which was structured according to art eras, was entitled .YHɉ[P, as the most 
current art movement (Delivery catalog, 1986). It might be asked if mentioning a word in a context like this is a sign of 
ZVTL[OPUN[OH[OHZHSYLHK`LUKLK/V^L]LYJVTWHYLK[V[OLL]LYSHZ[PUNW\ISPJWOLUVTLUVUNYHɉ[PUL]LYOHZILLU
Q\Z[HUHY[LYH;OPZPZVULVM[OLTHPUKPɈLYLUJLZ^P[O^VYKPUNZKLYP]PUNMYVT[OLHY[ZJLUL1
It is worth considering how and why its forms have spread worldwide, how the promotional process took place. 
Nevertheless, the question remains: how much of it was a youthful art movement, how much of it a media phenomenon 
and how much a class-related item?
3VVRPUNH[ [OL^VYKPUNVM¸Z\I^H`HY[¹HUK¸ZWYH`JHUHY[¹ [OLKLÄUP[PVU PZVI]PV\ZI\[HZOV^I`:PKUL`1HUPZ
.HSSLY` PU TVKPÄLK P[ [V ¸WVZ[.YHɉ[P(Y[PZ[Z¹ 1HUPZ *HUHNYV^PUNZLNYLNH[PVUIL MLS[OLYL&-VYHY[
THYRL[PUNP[PZKLÄUP[P]LS`IL[[LY[VSLH]L[OLPSSLNHSP[`ILOPUKHUKTHPU[HPU[OL^PSKULZZ
The gallerist was very disappointed with his “wild” guests:
¸;OLZLIV`ZHYLUV[]LY`YLSPHISL@V\»YLKVPUNI\ZPULZZ^P[OWLVWSL^OVHYLTLYLS`PYYLZWVUZPISL;OLYL
are few who are very sincere about it, but there are others. For example, when I took them to Madrid we 
made a big exhibition, maybe 75 paintings, they gave me two big galleries and (...) they got into trouble on 
the social side. Between their paintings, they were bad boys and I had a lot of trouble with them. So it was a 
chance for a reliable gallery like ours to really sponsor that kind of art because the whole thing might develop 
into something or the whole thing might collapse…” (Stahl 1990: 138).
.HSSLYPZ[;VU`:OHMYHaPOHZOHKZPTPSHYX\LZ[PVUZ>OPSLHJJSHPTPUNNYHɉ[PHY[PZ[Z SPRL-\[\YHHZ¸OLPYZ [V [OL
continuing tradition of rebellion, play and adventure which is art” in 1982 (Shafrazi 1983), he was more reluctant to 
deal the case in 1986:
¸0[PZPU[LYLZ[PUNHZH`V\UNWOLUVTLUVUI\[\USLZZ[OL`SLHYUHIV\[[OLYLZ[VM[OLJ\S[\YL`V\JHU»[
NV]LY` MHY^P[O [OH[ILJH\ZL P[»Z [V[HSS`UHP]L\ULK\JH[LKHUKNYHK\HSS`]LY` SPTP[LK<WVU[VHJLY[HPU
amount of time it has a certain interest of dynamic energy because it comes from the street, is very raw, 
]LY`YLILSSPV\ZHUK[OH[»ZHSS P[ PZ)\[HM[LY[OLÄYZ[`LHY[OLZLJVUK`LHY[OL[OPYK`LHY`V\L_WLJ[ZVTL
correlations with given things of the world” (Stahl 1990: 144).
In a letter to the author, artist Phase II made his controversial point of view clear: his aim was full acceptance, at least 
as a remarkable cultural impact, if not as art:
¸>VYKZSPRLNYHɉ[VHUKNYHɉ[PVUS`TPUPTHSPaLKPYLJ[HUKJVU[YVSHUHY[VM[YLTLUKV\ZTHNUP[\KLLUKSLZZ
direction and unpredictable aspects. (…) Titles have admittedly been used to satisfy an unreceptive >public< 
unprepared to deal with the beauty of this art and its existence” (Phase 1989).
1 - Similar question is asked by Raphael Schacter, (with the doubtful attempt to replace the term with “intermural art”):  
      http://hyperallergic.com/310616/street-art-is-a-period-period-or-the-emergence-of-intermural-art/. Thanks for the hint, Ulrich Blanché!
23
On TerminologyUrban Art: Creating the Urban with Art
:[YLL[(Y[
0[PZ^ VY[ONP]PUNHZLJVUKSVVR[VHJLU[YHSLZZH`PU[OLNYV^[OVMHULZ[OL[PJ]PL^VMNYHɉ[P0U /\UNHYPHU-YLUJO
photographer and essayist Brassaï wrote his famous +\T\YKLZJH]LYULZH\T\YK»\ZPUL, an essay accompanied by 
WOV[VZ[OH[OLOHK[HRLUVMNYHɉ[PPU7HYPZ/L^YV[L!¸;OLHY[VM[OLZ[YLL[Z^P[OIHKYLW\[H[PVUILJVTLZH]HS\HISL
JYP[LYPVU0[ZSH^PZMVYTHS[\YUPUNV]LYHSS[OLJHUVUZ^OPJOOH]LILLULZ[HISPZOLK^P[OIPNLɈVY[ZI`[OLHLZ[OL[PJ
theories” (Brassai 1933).
It is remarkable that the term “street art” is almost in use here, decades before Robert Sommer published :[YLL[(Y[ 
(Sommer 1975). Used even earlier (Schmidt-Brümmer 1974), this term meant wall paintings. The objects shown there 
were mainly commissioned or tolerated murals trying to express dreams for and by ethnic minorities. It seems the term 
has undergone a basic change since then.
0UVYKLY[VNL[JSVZLY[VKLÄUPUNZV\YJLZZVTLX\LZ[PVUZTPNO[ILOLSWM\S0M[OLZ[YLL[PZYLNHYKLKHZHM\UJ[PVUHS
space, how does street art deal with this functional aspect? First, I think street art should have to do with streets: as 
form, site, functional space and cultural phenomenon.
Fig. 4 - Keith Haring, Crack is wack (II), commissioned version of the mural, NYC, FDR Drive, photo taken 
in October 1986.    
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0MZ[YLL[PZYLNHYKLKHZHZP[LILPUNZP[LZWLJPÄJJHUILIHZPJMVYZ[YLL[HY[9LTLTILY[OLKPZJ\ZZPVUHIV\[ZVJHSSLK
drop-sculptures, which might have been placed anywhere.
If people regard the street as an image, street art should refer to this role as part of the scenery - or at least as action 
space.
Fig. 5 - Lee Quinones: Allan Boys, NYC, Allen St, photo taken October 1986.
Fig. 6 - Using Street as canvas; Halle, Rathenauplatz, photo taken 2008.
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If street is considered as a meaningful creation, this raises questions about the meaning of public art.
-PN2HYS7YHU[SPU[LY]LU[PVUH[¸.YVL:[YHL¹5\YLTILYN
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The .YVL:[YHL” in Nuremberg was designed to be a solemn background for the marches of the National Socialist 
movement in Germany during the 1930s. Austrian sculptor Karl Prantl intervened in 1991, following a conception made 
by Israel artist Dani Karavan for a sort of aesthetic conversion of this Nazi ambient. If it follows these suggestions for 
KLÄUP[PVUZZ[YLL[HY[JHUILHUHTIP[PV\Z\UKLY[HRPUN
3. Urban Art
(ZMVYZ[YLL[HY[OLYLPZHUH[[LTW[[VÄUKZVTLIHZPJHZWLJ[ZVM[OL[LYT¸\YIHUHY[¹0MMVY\YIHUP[ `MVYTM\UJ[PVU
design and meaning of public space, and its forms matter, it has to be asked: How does urban art handle this?
Urban forms have long been in focus; urban surroundings determine human lives in so many ways. How streets, 
places, architecture, and habits form a sense of urbanity is the object of many considerations and even teaching 
UHYYH[P]LZ+VLZ\YIHUHY[[HRL[OLZLMVYTHSJVTWVULU[ZZLYPV\Z&(YL[OL`WVZZPIS`KLÄUPUNJVTWVULU[Z&
Many urban forms – whether planned or just developed by human behavior – are the result of common sense. 
1LHU)H\KYPSSHYKPU[LYWYL[LKNYHɉ[PHZH¸YL]VS\[PVUVMZPNUZ¹ILJH\ZL[OL`KPZ[\YILK[OLJVUZLUZ\ZVMZVJPL[ `IV[O
by not respecting property and by refusing to give clear signs or topics of a public discussion. However, I doubt 
^OL[OLYNYHɉ[P^YP[LYZVYV[OLY\YIHUHY[PZ[Z^HU[LK[VSLH]LHSSJVTTVUJVU]LU[PVUZPUHZVY[VMHU¸\WYVHYVMZPNUZ¹
)H\KYPSSHYK VYPM[OL`Q\Z[^HU[LK[V¸^H[JO[OLUHTLWHZZI`¹4HPSVY2\YSHUZR`5HHY HUKILWHY[VM[OL
economics of attention using their own codes. In any case, they succeeded in many ways: They generated media 
hype and were acclaimed by the contemporary art scene as well as having commercial success. Seen from this point 
of view, the narrative of style wars appears also to be a mode of social consensus. The media hype about their pieces 
took them in anyway, be it by the success in an acclaiming art scene or on a commercial level. Seen from this point of 
]PL ^[OLUHYYH[P]LVMZ[`SL^HYZYL]LHSZHUL^SH`LYVM[OLJVUÅPJ[ZHIV\[JVUZLUZ\Z
Fig. 8 - Style, Berlin Wall, photo taken October 1986.
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If urban space is a construct formulating a public design: How does urban art interfere with this dimension? A similar 
X\LZ[PVUTPNO[ILWVZLK^OLUP[JVTLZ[VZWV[Z^OLYL[OLHYJOP[LJ[\YHSKLZPNUVMH[V^USPRL/HUUV]LYOHZZ\ɈLYLK
from too car-friendly policies after World War II that overemphasized the street in the urban fabric.
 
*HUPTHNLZVMYH[ZÄ_LK[V[OL^HSSZI`HY[PZ[ZHZKPɈLYLU[HZ1\K`9\WW)SLRSLYH[VY)HURZ`YLHSS`PU[LYHJ[^P[O[OL
city? Or are they just isolated images with their own narrative disclosed from architecture and citybuilding?
Fig. 9 - Andreas von Weizsäcker: hang over; 
1991. mixed media, concrete, Hannover, 
9HZJOWSH[aOVJOZ[YHL
Fig. 10 - Inner city interaction, mural in Brussels-Anderlecht, 
photo taken March 2008.
Fig. 11 - Space Invader, Paris, photo taken March 2008. Fig. 12 - “You are here,” position in town, Paris, photo 
taken March 2008.
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The mosaics from Space Invader, for example, rework the imagery from the 1970s video game; insofar as their 
iconography originates from outside of the urban narrative, transposing it to the contemporary city. Placed at spots 
where usually road signs are posted, the mosaics disturb orientation and modify the urban space.
:LO[:PNLSSH\I»ZMHTV\ZHY[KLÄUP[PVU¸HY[PZ[VJOHUNL^OH[`V\L_WLJ[MYVTP[¹TPNO[JVUZ[P[\[LKLÄUP[PVUJYP[LYPVU
for all of these phenomena, whatever you call them. And it might depend on your own position, whether you feel this 
change or not.
9LMLYLUJLZ
 
Baudrillard, J., 1978: Kool Killer oder die Revolution der 
ALPJOLU4LY]L)LYSPU-PYZ[PU!0U[LYMLYLUJLZH\[\TU
Paris, 1975.
)YHZZH{ .YHɉ[PWHYPZPLUZ4PUV[H\YL
*\YY `.++LJRLY:/4J3LHU>7 !É.YHɉ[P¸
In: Encyclopaedia Universalis. Paris 1968; Bd.7, 1970, 
850. URL: O[[W!^^ ^\UP]LYZHSPZMYLUJ`JSVWLKPLNYHɉ[P, 
2017-02-17
+LSP]LY`JH[HSVNVM)\JOOHUKS\UN2UPN2SU 
Garrucci, R., 1872-81: Storia dell‘arte cristiana nei primi 
otto secoli della chiesa, six volumes, Prato.
1HUPZ :  ! 7VZ[.YHɉ[P (Y[PZ[Z JH[HSVN 5L^ @VYR
(Sidney Janis Gallery.)
4HPSVY5  2\YSHUZR `4 5HHY 1  ! ;OL -HP[O VM
.YHɉ[P5L^@VYR
Mare 139, 2007: So weit zurück. In: Mai, M., Wiczak, 
T. (Ed.), 2007: Das Gedächtnis der Stadt schreiben, 
Dokument, Arsta.
Phase II, 1989: handwritten letter to the author.
7VZ[.YHɉ[P (Y[PZ[Z JH[HSVN 5L^ @VYR :PKUL` 1HUPZ
Gallery) 1983.
Roszak, T., 1969: The Making of a Counter Culture: 
9LÅLJ[PVUZVU[OL;LJOUVJYH[PJ:VJPL[`HUK0[Z@V\[OM\S
Opposition, Garden City (NY).
:JOTPK[)YTTLY/ :[YLL[(Y[2SU
Shafrazi, T., 1984. Catalog „Champions,“ New York 1983, 
introduction, cited following: Arte di frontiera. Catalog 
(Galleria communale di Bologna), Bologna.
Sommer, R., 1975: Street Art, New York.
:[HOS 1    .YHɉ[P a^PZJOLU (SS[HN \UK fZ[OL[PR
A\ 7YVISLTLU KLY >HUKaLPJOU\UN ZJHULN 4UJOLU
;OVZZ7 !4\KLY:WYH`LY]VUAYPJOH\ZNLSPLMLY[
^LYKLU& 0U! :JO^LPaLYPZJOL ALP[ZJOYPM[ MY :[YHMYLJO[
1983, 215-225. Cited in: Frankfurter Rundschau 281, 
1983-12-03, 14-15.
29
On TerminologyUrban Art: Creating the Urban with Art
<YIHUVY7\ISPJ(Y[&
7LKYV:VHYLZ5L]LZ
-)(<3*0,)(7O+:JOVSHYZOPW!/,90;(:7+-*;)0
sevenpedro@gmail.com
 
Abstract
The inconclusive discourses around urban art, public art, and urban art have generated an array of terminological 
KLZPNUH[PVUZ0U[OPZWHWLY0HUHS`aL[OLPTWHJ[ZVM[OL[LYTPUVSVN`»ZYHWPKS`JOHUNPUN\ZHNLPU3PZIVUIL[^LLU
HUK0U[OL3PZIVU>VYSK,_WV» VWLUHPYZJ\SW[\YLZHUKHY[PUZ[HSSH[PVUZ^LYLSHILSLK\UKLY[OLOLHKPUNVM
¸\YIHUHY[WYVNYHT¹HY[L\YIHUH;OPZPSS\Z[YH[LZHNYV^PUN\ZLVMHKLZPNUH[PVU[OH[PKLU[PÄLKZVTL[OPUNUL^HUK
KPZ[PUJ[MYVT[YHKP[PVUHSÄULHY[ZULHYLY[V[OLJVUJLW[VMW\ISPJHY[3HTHZ!
A decade later, in 2008, the Lisbon city council commissioned a series of group paintings in outdoor panels developed 
^P[O[OLW\YWVZLVMNYHɉ[PTHUHNLTLU[;OLL_WYLZZPVU¸\YIHUHY[¹HY[L\YIHUH^HZ\ZLKHNHPUI\[[OPZ[PTL^P[O
H[V[HSS`KPɈLYLU[TLHUPUNUHTLS`¸B¯D[VJVUÄYTNYHɉ[PHUKZ[YLL[HY[HZYLJVNUPaHISLHUKYLJVNUPaLKL_WYLZZPVUZ
VM\YIHUHY[HZHUHY[PZ[PJZ\IJ\S[\YLNSVIHSS`WYLZLU[PU^VYSKTL[YVWVSPZLZ¹*HY]HSOVHUK*oTHYH;OPZWHWLY
traces the development and use of this terminology in Lisbon.
2L`^VYKZ!<YIHU(Y[W\ISPJHY[\YIHUKLZPNUZ[YLL[HY[NYHɉ[P3PZIVU
7\ISPJ(Y[
 
;OLVYPNPUZVM[OL[LYTW\ISPJHY[
In the UK, Morris and Ruskin understood “public art” as a reaction to the industrial revolution in the second half of 
19th century, situating it as a natural development of the arts and crafts movement but with ornamental and socially 
engaged characteristics. It was disseminated through Belgium and Germany by Henry van de Velde (Abreu, 2015; 
14 – 27).
 
;OLHY[PZ[,\NuUL)YVLYTHU ¶ JVPULK[OL [LYT¸W\ISPJHY[¹ KLZJYPIPUN P[ MVY [OLÄYZ[ [PTL PUHUHY[PJSL
LU[P[SLK¸3»(Y[9tNtUtYH[L\Y¹0U OLZWVRLVM¸3»µ\]YLKLS»HY[HWWSPX\tnSHY\LL[H\_VIQL[ZK»\[PSP[tW\ISPX\L¹!
“The work of art applied to the street and to objects of public utility” may be what today corresponds to good quality 
urban environments for public use (Cheron, 2011; 701).
This movement culminated in the organization of international conferences (with wide city council attendance) and 
NLULYH[LK[OLMV\UKH[PVUVM¸0UZ[P[\[0U[LYUH[PVUHSK»(Y[7\ISPJ¹^OPJOW\ISPZOLK[^LS]L]VS\TLZVM[OLWLYPVKPJHS
¸3»(Y[7\ISPJ¹MYVT [V /V^L]LY [OLWHYHSSLSLTLYNLUJLVM[OLÄYZ[TVKLYUHY[TV]LTLU[Z PU[OLLHYS`
20thJLU[\Y`PL-H\]PZT*\IPZT,_WYLZZPVUPZTHUK-\[\YPZTJVUÅPJ[LK^P[O[OLJVUZLY]H[P]LHLZ[OL[PJ[OH[^HZ
associated with this initial public art movement. This confrontation with the progressive aesthetics of early modernity 
^HZMH[HSHZ[OLW\ISPJ^HZUV[PU[LYLZ[LKPU[OLJVUZLY]H[P]LHLZ[OL[PJHKVW[LKI`3»(Y[7\ISPJ
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¶5VY[O(TLYPJHU\ZLVM[OL[LYT7\ISPJ(Y[
+\YPUN[OLZHTLWLYPVKPU[OL<:([OL[LYT7\ISPJ(Y[OHKHKPɈLYLU[TLHUPUN;OL*P[`)LH\[PM\S4V]LTLU[HYLMVYT
philosophy of North American architecture and urban planning that thrived during the 1890s and 1900s, presented 
some initial resonance with the European use of the term public art, with its focus on monuments and neoclassical 
revival. However, the Anglo-Saxon literature supports the view that public art (as we understand it today) originated 
in the New Deal program called Art-in-Architecture (A-i-A), a structure for funding public art that is still in use today (a 
percentage of the new building costs goes to art programs.)
 
According to Knight (2008), public art radically changed during the 1970s following the civil rights movement and its 
claims on the public space, the alliance between urban regeneration programs and artistic interventions in the late 
1960s, and the revision of the notion of sculpture. In this context, public art acquired a status that went beyond mere 
KLJVYH[PVUHUK[OL]PZ\HSPaH[PVUVMVɉJPHSUH[PVUHSOPZ[VYPLZPUW\ISPJZWHJLHZPU,\YVWLPU[OL th century. It therefore 
gained autonomy as a form of site construction and intervention in the realm of public interests.
 
In addition, environmental public art is considered as a means to raise ecological awareness through a green urban 
KLZPNUWYVJLZZ(UKPU[OPZJVU[L_[P[PZYLSL]HU[[VTLU[PVU[OL[YPHSHYV\UK9PJOHYK:LYYH»Z;PS[LK(YJ1 which shows 
[OLLZZLU[PHSYVSLWSH`LKI`ZP[LZWLJPÄJP[`PUW\ISPJHY[¶HZHULSLTLU[VM[LUPU[YPUZPJ[V[OLHY[^VYRP[ZLSM^OPJOZL[Z
[OLWHYHTL[LYZMVY[OL\ZLVM[OLZWHJLP[KLÄULZ
4PJOHSVZ*OYPZ[PUH¸4\YKLYPUN(Y[!+LZ[Y\J[PVUVM(Y[>VYRZHUK(Y[PZ[Z»4VYHS9PNO[Z¹PU;OL;YPHSZVM(Y[, edited by Daniel 
McClean, 173-193. London: Ridinghouse, 2007.
-PN*H[HSVN\LVM[OLÄYZ[0U[LYUH[PVUHS
Congress of Public Art 1898, Brussels.
-PN3»(Y[7\ISPJU00 )Y\ZZLSZ
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0Z4\YHSWHPU[PUNHSZV7\ISPJ(Y[&
There is a long history of mural painting, from Egypt, Christianity, and the Middle Ages through the Renaissance. 
/V^L]LY^P[O[OLW\YWVZLVMZ\WLYÄJPHSJOHYHJ[LYPaH[PVU^LILNPUV\YZ\Y]L`VMT\YHSPZTPU[OLLHYS`[OJLU[\Y `
Speaking with reference to mural painting at the Bauhaus, Oskar Schlemmer wrote in his diary:
 
“Mural painting, rightly praised as a genre that is capable of accomplishing an emphatic relationship to space and 
HYJOP[LJ[\YLPUJVU[YHZ[[V[OLH\[VUVTV\ZJOHYHJ[LYVMLHZLSWHPU[PUNHUK[OLHZZVJPH[LKKHUNLYVMSHY[WV\YS»HY[
T\Z[ÄUKHUHWWYVWYPH[LZP[LHUKZVS\[PVUOLYLH[[OL)H\OH\Z¹:JOSLTTLY JP[PU/HYYPZVUL>VVK!
The political Mexican murals by Diego Rivera or David Alfaro Siqueiros contained clear and direct critics to advertising 
/HYYPZVU>VVK!W 0[^HZHYN\LK[OH[¸[OLJYLH[VYZVMILH\[`T\Z[\ZL[OLPYLɈVY[Z[VWYVK\JL
ideological works of art for the people (...)” (PIPKLT: 406-407). Also, the Italian fascists, for instance Mario Sironi 
(1885-1961) in his manifesto “Mural Painting Manifesto” 1933, praised mural painting as a strategy for ideology 
dissemination (PIPKLT: 424-426).
0UMHJ[ZJHSLHUK]PZPIPSP[`PUYLSH[PVU[VJVZ[ZNLULYH[LV\[KVVYSHYNLZJHSLT\YHSWHPU[PUNHZH]LY`LɈLJ[P]LVW[PVU
for communication  and reaching large audiences. The surface support of the creation, the “skin” of the city, the limit 
IL[^LLUWYP]H[LHUKW\ISPJPZJVTTVU[VIV[OT\YHSPZTHUKNYHɉ[PVYZ[YLL[HY[I\[PUT\YHSWHPU[PUN[OLYLVM[LU
L_PZ[ZJVUZLU[MVY[OLWYVK\J[PVUVM[OL^VYRHSPTP[JYVZZLKI`LWOLTLYHSZWVU[HULV\ZUVUJVTTPZZPVULK.YHɉ[P
and Street art.
 
A clear distinction between muralism and public art is much harder to make. Muralism is a self-contained genre, 
^OPJOOHZP[ZV^UZWLJPÄJP[PLZ;OLX\LZ[PVUPZOV^THU`VM[OLZLJOHYHJ[LYPZ[PJZHYLJVU[HPULK^P[OPU[OLW\ISPJHY[
concept. For instance, some key reference artists, such as Mexican muralists, produced work within the New Deal 
program A-i-A that constituted one of the main streams of public art expression.
;OL7\ISPJ(Y[7YVISLTH[PJ
;OLYLHYLHU\TILYVMJVTWL[PUNWSHJLHUKWYVK\J[PVUVYPLU[LKKLÄUP[PVUZVMW\ISPJHY[-VYPUZ[HUJL/H`KLU  
68) describes public art as, “artwork that depends on its context; it is an amalgamation of events – the physical 
HWWLHYHUJLVMHZP[LP[ZOPZ[VY `[OLZVJPVLJVUVTPJKPTLUZPVUZVM[OLJVTT\UP[ `HUK[OLHY[PZ[»ZPU[LY]LU[PVU¹
(U[VUP9LTLZHYWYV]PKLZHUL]LUTVYLLUJVTWHZZPUNKLÄUP[PVUVMW\ISPJHY[[OH[HJJVYKZP[HULSL]H[LKZ[H[\Z
HZHºNLULYH[VYVMTLHUPUNM\SWSHJLZ»!
when I speak of public art I use the concept in a very general way, I understand it like a group of “artefacts” of dominant 
aesthetic characteristics that furnishes the public space. (…) This perspective over the concept allows the conception 
of public art as a generator of meaningful places “co-production” agent, and not just an “artistic” manifestation placed 
in public space. As a producer of sense of place and through the capacity to generate meaning and “identity”, public 
art would be one of the key elements to put in practice the social processes of appropriation of space. Therefore, 
when I speak of public art, I refer myself to things like public space design, landscaping, sculpture, performances, 
etc. (...) and in conclusion (…) this art is possible when the regeneration program principles are based in the values of 
sustainability and in social cohesion, put in practice in their real dimension and not just like propaganda arguments, 
like usual (…).”
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*VU[LTWVYHY`KLÄUP[PVUZVMW\ISPJHY[HYLSPTP[LKPU[OH[[OL`VM[LUKVUV[HNYLLVU^OH[[OLL_WYLZZPVUTLHUZPU
WYHJ[PJL0U[\YU[OPZSHJRVMJVUZLUZ\ZOHZNLULYH[LKTHU`KPZJ\ZZPVUZVM[OL[LYT»Z\ZHNL^OPJOPUÅ\LUJLK[OL
LTLYNLUJLVMV[OLY[LYTZ[OH[[Y`[VLZJHWL^OH[ZVTLYLNHYKLKHZ[OLWYVISLTH[PJÅL_PIPSP[`HUKV]LYPUJS\ZP]LULZZ
VM[OL[LYTºW\ISPJHY[»
6YPNPUZHUK\ZHNLZVM[OLJVUJLW[VM<YIHU(Y[
:L]LYHSHZWLJ[ZPUÅ\LUJL[OLKPɈ\ZLTLHUPUNVM[OL[LYT<YIHUHY[-VYL_HTWSLVULVM[OLHZWLJ[ZPZ[OLSHUN\HNL
in which the reference to the term is made. In this French language article, the expression Urban art is used to identify 
JLY[HPUHZWLJ[ZVM(SILY[P»Z[YLH[`+L9L(LKPÄJH[VYPH:
“[…] The constitutive function of this aesthetic requirement was formulated very early by one of the greatest theorists 
in the history of town planning (or more precisely urban art), the humanist Leon Battista Alberti (1404-1472) who set 
MVY[O[OLWYPUJPWSLPUOPZ+LYLHLKPÄJH[VYPHW\ISPZOLKPUB¯D¸2
The expression “Urban art” also arises in reference to the work of pre-culturalists like John Ruskin or William Morris or 
cultural urbanists like Camillo Sitte and Ebenezer Howard (Choay, 2003). As Alberti, these authors identify the “Urban 
art” concept as Urbanism, or even building, underlining the aesthetic component. The transition from image-based 
plans to urban planning changed the original meaning and purpose of the term, processes that for instance in Portugal 
happened since 1954 (Lobo, 1995).
  3PZIVU,?76» <YIHU(Y[JVUJLW[
0U[OL3PZIVU>VYSK,?76» [OLVWLUHPYZJ\SW[\YLHUKHY[PUZ[HSSH[PVUZ^LYLSHILSLKHZHU¸<YIHUHY[WYVNYHT¹
(Arte Urbana) by its commissaries António Mega Ferreira and António Manuel Pinto. With the participation of national 
7VY[\N\LZLHUKPU[LYUH[PVUHSHY[PZ[Z[OL3PZIVU>VYSK,?76» JVU[HPULKHWWYV_PTH[LS`WPLJLZ[OLTHQVYP[`VM
which were three-dimensional works, but which also contained two-dimensional works such as pavements, murals 
HUK[PSLZPUHUVWLUHYLHVMHJYLZ;OL3PZIVU>VYSK,?76» VɈLYLKZWHJLHUKYLZV\YJLZMVYPUUV]H[P]L\YIHU
experiences created from the desire to realize new philosophies for the occupation of space.
 
,?76» ^HZKL]LSVWLKHZWHY[VMHUL^MVYTVM\UKLYZ[HUKPUN\YIHUZWHJL[OH[JYLH[LKHUL^\YIHUSHUKZJHWL
in the texture of a very old city. In the words of António Mega Ferreira, this Urban art program represents the sum of 
[OLWHY[Z[OH[OHKILLUWYVÄSLKHZPUKPZWLUZHISLLSLTLU[ZMVY[OLJVUZ[Y\J[PVUVM[OLSHUKZJHWLUV[HZKLJVYH[P]L
ÄN\YH[PVUI\[HZHJVTTVUWVPU[MVYHKPHSVN\LHIV\[HZ[YH[LN`VMKLJVUZ[Y\J[PVUHUKYLJVUZ[Y\J[PVUVM[OL\YIHU
ZWHJL [OH[J\STPUH[LZ PU [OL,?76» HYLHI\[ [OH[ PUL]P[HIS`^HZL_WHUKLK [V [OLJVTWSL[L PU[LY]LU[PVUHYLH
Because of that, it is not considered a program where the interventions encountered the reason for existing in a 
ZWLJPÄJ ZLJ[VYPHS Z[YH[LN` KLKPJH[LK [V [OL ]PZ\HS HY[Z I\[ PU [OL JVUJYL[L WSHJLTLU[ HUKKPZJV\YZL [OH[ ZOV\SK
LTIVK`[OL,?76» HYLH
0U[OLJH[HSVN\L7PU[VHUK-LYYLPYH  PKLU[PÄLKHY[PZ[ZHUK^VYRZ,HJOWPLJLPZWHY[VMHNYLH[LYZLSM[OH[PZ
present in the whole area, for eyes, hands, body, and intelligence sensitivity. In a discourse characterized by time, 
 
2 - Original quote in French: “(...)La fonction constitutive de cette exigence esthétique fut très tôt formulée par l’un des plus grands 
théoriciens de l’histoire de l’urbanisme (ou plus exactement de l’art urbain), l’humaniste Leon Battista Alberti (1404-1472), qui en 
pQRQoDOHSULQFLSHGDQVVRQ'HUHDHGL¿FDWRULDSXEOLpHQ«´ L’urbanisme - De l’art urbain à l’urbanisme in  LA VEDAN, 
Pierre  (1975). Histoire de l’urbanisme à Paris. Paris: Hachette
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Mega Ferreira writes that the works will not make sense if left to the criminal hand of time or neglect – and indeed, 17 
years later, the city council is proceeding with restoration and conservation. Ferreira continues with the argument that 
there will be a time where the simple removal of one of these works will shock by the amputation of part of the group. 
And when they are missed, in the noise that these pieces make, they will fully live in the place and memory of what 
[OL`^LYLHUKOV^[OL`ZLY]LK[VZH`HSS[OH[[OL,?76» ZWHJL^HU[LK[VZH `
(U[}UPV4HU\LS7PU[V   ZOHYLZKPɈLYLU[WLYZWLJ[P]LZVU[OL [VWPJVM<YIHUHY[HZ P[ YLSH[LZ [V,?76º /L
ZWLJPÄJHSS`LTWOHZPaLZOPZJVUJLYUZHIV\[SPMLPU\YIHUW\ISPJZWHJLHUKOV^[OL\YIHUHY[WYVNYHTJV\SKILHNYLH[
opportunity for the realization of new experiences, bearing in mind the EXPO ‘98 conditions of funding resources and 
ZWHJL7PU[VHSZVPKLU[PÄLZ[OLWYVISLTVM[OLLJVSVNPJHS]HSPKP[`VMTHU`JVU[LTWVYHY`HY[WYVQLJ[ZJHSSLKH[[OPZ
point: Urban art) introduced in public space.
;OLJVTTPZZHYPLZOVWLK[OH[[OLPU[YVK\J[PVUVMHY[PZ[PJWYVQLJ[Z^V\SKOH]LHUPUÅ\LUJLVU[OL\ZHNLVM[OL[LYYP[VY`
that was being created, trying through them to overcome general preconceptions that prevail in the understanding 
of a public art project. Clearly, Urban art as expression is here used to detach any resonance in the mind of some 
architects and artists that public art consists in a static statuary element in the middle of the square - a paradigm of 
VSKLYKLÄUP[PVUZVM[OL[LYT;OL`OVWLK[OH[[OPZUL^\YIHUZWHJL^V\SKHJJVYKPUNS`ILWLYJLP]LKHZTVYLK`UHTPJ
The project aimed to relaunch the image of public space, with an open, shared and positive image. In this way nine of 
[OLJLU[YHS0U[LY]LU[PVUAVULVM[OL,?76» WPLJLZHPTLK[VV]LYJVTL[OLZ[H[LVMHUVU`TP[`[OH[[OLW\ISPJZWHJL
Z\ɈLYZMYVTI`NLULYH[PUNWSHJLZMVYWLYTHULUJLHUKO\THUPaPUN[OLWYVÄSLVM[OL\YIHUSHUKZJHWLVM[OLUL^JP[ `
Artists and other agents were charged with the task of overcoming the monolithic character of the city, generating new 
YLMLYLUJLWSHJLZMVYJP[PaLUZI\PSKPUNYLHJ[PVUZHNHPUZ[PUKPɈLYLUJLHUKHWH[O `HUKNLULYH[PUNWHYHKV_PJHSVIQLJ[Z
and discontinuities within the urban grid.
 
The commissaries aimed to escape the historical restrictions of the role of the public art object in urban landscapes. 
They sought instead to generate art places. The commissaries understood that the intervention of the artist in public 
ZWHJLZOV\SKYLZ\S[PUH[YHUZNYLZZP]LLSLTLU[UV[WHJPÄLK^P[OPU[OLJP[`Z[Y\J[\YL;OPZW\ZOLK[OL^VYRZIL`VUK
mere aesthetic value or artistic gesture – forcing the artists to question the social value of their work and the place that 
it occupies within urban spatial logic.
 
<YIHU(Y[.YHɉ[PHUK:[YLL[(Y[
;OLYLJVYKZ[LSS\Z[OH[<YIHUHY[^ HZHZZVJPH[LK^ P[O.YHɉ[PHUK:[YLL[HY[MVY[OLÄYZ[[PTLPU[OLL_OPIP[PVU:WHUR[OL
Monkey of 2006, in Gateshead, UK (Bengtsen, 2014, 67). The term emerges from the set of problems that appeared 
HZHWYVK\J[VM[OLKPZ[HUJLIL[^LLU.YHɉ[PHUK:[YLL[HY[HUK[OLLZ[HISPZOLKHY[^VYSK0[^HZIVYUMYVT[OLULLK
[VZVS]L[OLPZZ\LVMHKKYLZZPUNHUKYLWYLZLU[PUN.YHɉ[PHUK:[YLL[HY[PU[OLJVU[L_[VMPUKVVYPUZ[P[\[PVUHSHUKVY
commercial cultural agents.
Since 2008, the auction house Bonhams promoted periodic auctions specializing in Urban art. In 2009, the discussion 
forum Banksy.info changed its name into the Urban Art Association. Nevertheless, in both circumstances, there were 
UVKLÄUP[PVUZVYJSHYPÄJH[PVUZTHKLYLNHYKPUN[OLTLHUPUNVM[OL[LYT»Z\ZHNLPUP[ZLZZLUJLHUKPUYLSH[PVU[V.YHɉ[P
and Street art. Divergent reactions occurred in both the Street art world and in the established art world because of 
[OPZSHJRVMKLÄUP[PVU4H[OL ^
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The occasional use of Urban art as a synonym for Street art frustrates some in the world of Street art. The connotation 
and commercial viability of the expression Urban art meant that the placement of works in the street and sometimes 
just the reference to the street became vehicles for a commercial career. In this situation the relation to those who 
spontaneously produce Street art has become unclear, as it quickly can turn into Urban art marketing that potentially 
it will later be sold.
0U[OL7VY[\N\LZLJVU[L_[[OLL_WYLZZPVU<YIHUHY[ PZHSZVW\[PUYLSH[PVU^P[ONYHɉ[PHZ¸HJ[PVUZ[OH[HYLTHKLPU
[OLLU]PYVUTLU[VM[OLJP[PLZI`NYHɉ[P^YP[LYZ¯WV[LU[PH[LKI`T\ZLVSVNPJHSWYVNYHTZVYVM[OLIPNLU[LY[HPUTLU[
T\S[PUH[PVUHSLU[LYWYPZLZSPRLº*V^WHYHKLZ»¹(UKYHKL4HYX\LZ)HYYVZ.
2.3 - 2008 Lisbon - Urban Art Gallery (Galeria de Arte Urbana, GAU)
In October 2008, the program “Urban Art Gallery” was launched in Lisbon. Physically it was an open-air structure, 
composed of painted JCDecaux advertising panels, but conceptually it was a city wide program of actions organized 
by the city council, advised by some authors and agents (in which the author of this text, Vhils, Ram, Mar, among 
others were involved). For this purpose, a small brochure3 was published containing a proposal for the usage of the 
term “Urban art”, where a line is drawn to the work of the already mentioned pre-urbanists such as Morris and Ruskin 
(Choay, 2003). Some years later, the city council responsible for structures in Calçada da Glória, near Bairro Alto 
YLSLHZLKHZ[H[LTLU[[OH[ZLY]LK[V¸JVUÄYT[OLNYHɉ[PHUKZ[YLL[HY[HZYLJVNUPaHISLHUKYLJVNUPaLKL_WYLZZPVUZVM
\YIHUHY[HZHUHY[PZ[PJZ\IJ\S[\YL[OH[PZWYLZLU[PU[OL^VYSKTL[YVWVSPZ¹*HY]HSOV*oTHYH
)`KLZPNUH[PUN¸NYHɉ[PHUKZ[YLL[HZL_WYLZZPVUZVM\YIHUHY[¹PU[OLJVU[L_[VM[OL\YIHUYLOHIPSP[H[PVUVM[OL
)HPYYV(S[VHYLH[OLJV\UJPSJSLHYS`KVUV[PU[LUK[VYLSH[L[OLPY^VYRKPYLJ[S`[V[OL<YIHUHY[.YHɉ[PHUK:[YLL[HY[([
the same time, this statement represents an attempt to connect to these uncommissioned forms by recognizing their 
global existence. This is assumed in the context of their parallel connection to the expression “Urban art” as a form of 
urbanism, or drawing the city, practiced by cultural urbanists within the arts and crafts movement.
 
6M JV\YZL HSS VM [OLZL KL]LSVWTLU[Z ^LYL PUMVYTLK I` [OL .YHɉ[P HUK :[YLL[ HY[ YLSL]HU[ [V 3PZIVU»Z OPZ[VYPJHS
developments, which are necessarily connected to global dynamics. At this point, it is also relevant to have in 
mind the proposed three typologies that describe Urban art in Lisbon (Neves, 2015 p. 121 – 134). These are the 
[`WVSVN`VMMVYTH[PVU^OPJOPUJS\KLZ[OLJ\S[\YHS\YIHUPZ[Z»HWWSPJH[PVUVM[OL[LYT\YIHUHY[HZHMVYTVMKYH^PUN
the city, and which also encompasses material signs of use of and in urban territories; the pre-formal typology, 
^OPJOPUJVYWVYH[LZZ\IJ\S[\YHSNYHɉ[PHUKZ[YLL[HY[PUP[ZUVUJVTTPZZPVULKHZWLJ[Z"HUK[OLMVYTHS[`WVSVN `^OPJO
includes institutionalised forms of urban art such as muralism, contemporary art, and public art.
3 - Conclusions
In modernity, the term public art emerged without the earlier utopian ideal of the socially engaged characteristics of 
arts and crafts. Postmodern public art recaptures these socially engaged dimensions but is still located within the 
realm of the “art world”. Thus, perhaps at this level public art is more limited as a concept than it was at the end of 
the 19th century.
37KLVEURFKXUHZDVGLVVHPLQDWHGZLWKDER[FRQWDLQLQJSRVWFDUGVRIWKHLQLWLDOSDLQWLQJVLQWKH³*DOHULDGH$UWH8UEDQD´
SURPRWHGE\WKH/LVERQFLW\FRXQFLOZLWKWKHVXSSRUWRIWKH)ULGD\¶VSURMHFWLQ2FWREHURI
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Urban Art was initially related to Arts and Crafts from a planning perspective, and (again) to the utopian ideal of the 
ZVJPHSS`LUNHNLKJOHYHJ[LYPZ[PJZVMHY[ZHUKJYHM[Z<YIHUHY[HZH[LYT[OH[UV^LUJVTWHZZLZ.YHɉ[PHUK:[YLL[HY[
also incorporates the histories of the usage of these other terms. This phenomenon has emerged in our postmodern 
context, but (again) is still located within the realm of the “Street Art world”. Thus, today in this sense, urban Art is 
arguably more limited as a concept than it was at the end of the 19th century.
Commissioned murals are a form of (low cost) public Art, now adapted to digital dissemination on social media. 
The number of mural festivals, internationally, is rapidly expanding, with the ethos of, “give them a wall and a cherry 
picker”. This development is supported by a rapidly growing urban art market and commercial ecosystem (ex:tours).
.P]LUHJYP[PJHSH^HYLULZZVM[OLWHY[PJ\SHYP[PLZVM.YHɉ[PHUK:[YLL[(Y[HUK]PZ\HSZPNUZPUNLULYHSZ[YLL[\ZHNL
perhaps both public and urban Art together may in future generate a critical mass for the expansion of the boundaries 
of the (Street) Art world(s) and came closer to the socially engaged utopian ideals of the end of the 19th century.
3.1 - Comparison of the YLSH[PVUZIL[^LLU<YIHU(Y[JVUJLW[ZPU,_WV» HUK.(<
:PTPSHYP[PLZPU[OLHWWYVHJO:
- Both have concerns addressing the problematic of public space usage; 
)V[OPU[YVK\JLPUÅ\LUJLZVYHYLZPNUZVMPUÅ\LUJLPU[OL\ZHNLWYHJ[PJLZVM[OL[LYYP[VY`" 
)V[OHYLKPZ[HU[MYVT[OLWHZ[VSKZ[H[PJJVUJLW[VMZ[H[\HY`HZ[OLL_WYLZZPVUVMHY[PU[OLJP[ `[OPZ^H`IV[O
search to generate (and or are the result) of dynamism; 
- Both have concerns about the role of a piece within the spatial logic of the territory;
- Both work to overcome the monolithic vision of the city;
- Both make considerations and selections about the places of implementation; 
)V[OZLHYJOMVYHYLHJ[PVU[V[OLNLULYHSPaLKPUKPɈLYLUJLZ\NNLZ[PUNWHYHKV_PJHSHUKKPZJVU[PU\V\ZLSLTLU[Z
within the urban tissue;
- Both (try to) escape the mere logic of objects in the landscape; 
- Both go beyond the aesthetic value and artistic gesture;
)V[OHYLUV[KLJVYH[P]LÄN\YH[PVUHS[OV\NO[OL[LUKWHY[PHSS`[VJVUÄN\YLÄN\YH[P]L"
- Both provide a common point for a dialogue about a strategy of deconstruction and re-construction of urban 
space (although in 2008, this tends partially not to be connected to the urban space construction, mainly if 
interpreted as murals);
5V[L_JS\ZP]LS`PU[LNYH[LKPU[VHZWLJPÄJZLJ[VYPHSZ[YH[LN`KLKPJH[LK[V[OL]PZ\HSHY[ZHS[OV\NO[OLOH]L
this predominance); 
- Shared notion of group of pieces (both 1998 and 2008), collective body; 
- Shared accomplishment of desire of new philosophy for space occupation;
- Both operate at the level of the image of the public space, aiming positive (although in the case of 2008 some are 
just critic, or encryption), shared and open territory (in 2008 by the practice); 
)V[OJVUZPKLYYLSL]HU[[OL[YHUZNYLZZPVUHUK[OLUVUWHJPÄLKJOHYHJ[LYVM[OL^VYRZHS[OV\NONYHɉ[PHUKZ[YLL[
art transgress the limits of the law, working with the public private dialectics, 2 dimensions, the message and the 
transgression itself, 1998 urban art have the transgression only in the message.  
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+PɈLYLUJLZVU[OLHWWYVHJO!
-  The 1998 urban art “works will not make sense if left to the criminal hand of time or men neglect”, the 2008 urban 
HY[PZ\UKLÄULKPU[PTLK\YH[PVUVYPU[OLTHQVYP[`VM[OLJHZLZJSLHYS`LWOLTLYHSP[^PSSVUS`THRLZLUZL[VIL
JHSSLKNYHɉ[PVYZ[YLL[HY[PM^VYRZHYLSLM[[V¸JYPTPUHSOHUKVM[PTLVYTLUULNSLJ[¹" 
- in 1998 the removal of one piece will damage the collective body, in 2008 the removal of one piece is part of the 
process;
PU  [OLYL^LYL^VYYPLZHIV\[[OLPU[YVK\J[PVUVMJVU[LTWVYHY`HY[PU[OLW\ISPJZWHJL.YHɉ[PHUK:[YLL[(Y[KV
not have the (contemporary art) status;
- break the anonymity of the public spaces, generating places for permanence (2008 generically do not have this 
concerns);
- 1998 has the purpose of humanizing the urban landscape, 2008 does not have this purpose, the humanization of 
the landscape exists but as a consequence; 
- distinct audience purposes, 1998 searches for generating reference places and points for citizens, 2008 generates 
reference points for (sub) cultural groups, only latter mass culture absorbed;
- 1998 intends above all to generate a place of art, 2008 connection with art is not direct (or inexistent); 
- 1998 has concerns about the social values of the works, in 2008 this consideration is not direct, although many 
works, authors and agents have this concern;
9LMLYLUJLZ
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Abstract
The aim of this paper is to provoke more in-depth discussions on the dynamics and power structures underlying the 
JVUJLW[\HSMYHTL^VYRZVMHY[PZ[PJHUKJYLH[P]LWYHJ[PJLZHTVUNWYHJ[P[PVULYZYLZLHYJOLYZPUZ[P[\[PVUZJP[`VɉJPHSZ
and urban planners in the face of growing city branding, social activism, privatization of public space, and a neoliberal 
HY[ZJLUL0[ PZIHZLKVUL[OUVNYHWOPJYLZLHYJO\UKLY[HRLUZPUJLK\YPUNL_[LUZP]LÄLSK^VYRTHPUS`PU/VUN
2VUN;VR`VHUK:LV\SHUKOHZILULÄ[[LKMYVTJVTWHYH[P]LWLYZWLJ[P]LZHJYVZZ[OLYLNPVUZ
0 ^PZO [V ZOPM[ LTWOHZPZ MYVT WYV]PKPUN JVTWL[PUN KLÄUP[PVUZ [V [OL TVYL LZZLU[PHS X\LZ[PVUZ VM ^OH[ ^L NHPU
¶ VY SVVZL ¶ I` [OL ¸HY[PÄJH[PVU¹ 5H\RRHYPULU HUK:HP[V  VM HY[PZ[PJ HUK JYLH[P]L WYHJ[PJLZ PU \YIHU W\ISPJ
ZWHJL>OH[RPUKVMPUZ[P[\[PVUHSHUKJVUJLW[\HSOPLYHYJOPLZKV^LKLYLJVUZ[Y\J[^P[OV\YJOVPJLZVMKLÄUP[PVUZ&
,ZWLJPHSS`[OLVɉJPHSHLZ[OL[PJPaH[PVUVMW\ISPJZWHJLOHZVM[LU[YHUZMVYTLKWYL]PV\ZS`Z\I]LYZP]LMVYTZPU[V[VVSZ
VM YLNLULYH[PVU HUK NLU[YPÄJH[PVU 0U HKKP[PVU [OL JVTTVU \UKLYZ[HUKPUN VM \YIHU HY[ HZ H JVTTLYJPHS MVYT VM
street art has become prominent in Euro-American discourse and city branding while artists and, for instance, public 
HY[HYLL]LYTVYLPU]VS]LKPU^OH[:OHYVUA\RPU  !KLÄULKHZ[OL¸HLZ[OL[PJTVKLVMWYVK\JPUNZWHJL¹0
posit that more nuanced research on the contingencies and impediments resulting from the growing pressures to 
conceptualize anything as “art” by the various stakeholders involved in artistic and creative practices is needed for 
better understanding current societal and cultural changes in cities, the arts, and creativity.
2L`^VYKZ! 
HY[PÄJH[PVUKLYLJVUZ[Y\J[PVUVMJVUJLW[\HSMYHTL^VYRZOPLYHYJOPLZ\YIHUHY[HY[PZ[PJHUKJYLH[P]LWYHJ[PJLZ
1. Introduction
*P[PLZHYLÄSSLK^P[OHY[PZ[PJHUKJYLH[P]LWYHJ[PJLZ[OH[KLYLJVUZ[Y\J[\YIHUW\ISPJZWHJL[OYV\NO]HYPLKZ[YH[LNPLZVM
HTVUNV[OLYZN\LYYPSSHNHYKLUPUNÅHZOTVIZ\YIHUM\YUP[\YLZ[YLL[HY[JVU[LTWVYHY`NYHɉ[P1, urban knitting, and 
creative activism. Although aesthetic concerns are essential for the majority of these practices, for many the primary 
aim is to enhance civic participation, sharing, and belonging. The organically emerging manifestations around the 
globe have gained academic attention as new forms of do-it-yourself urbanism (Iveson, 2013; Talen, 2015), guerrilla 
urbanism (Hou, 2010), everyday urbanism (Chase et al., 1999), urban interventions (Pinder, 2008) along with more 
artistically inclined interpretations as art activism (see e.g. Felshin, 1995; Thompson, 2015). +LZWP[L[OLKPɈLYLUJLZPU
 
(Z0OH]LJSHYPÄLKLSZL^OLYL=HSQHRRHH!=HSQHRRHI[OLJVUJLW[Z\ZLKPU(UNSV(TLYPJHUYLZLHYJOHYLUV[M\SS`HW-
WSPJHISL[VHY[PZ[PJHUKJYLH[P]LWYHJ[PJLZPU(ZPHILJH\ZLVM[OLSVJHSWLYJLW[PVUZHUKHKHW[H[PVUZ0UVYKLY[VTHRLHKPɈLYLU[PH[PVU
MYVT[OLPUKPNLUV\ZMVYTZVM^YP[PUNPU\YIHUW\ISPJZWHJL^P[O¸JVU[LTWVYHY`NYHɉ[P¹0KLUV[L[OL[YHUZJ\S[\YHSMVYTZPUZWPYLKI`
(TLYPJHUHUK,\YVWLHUNYHɉ[P[OH[Z[HY[LK[VLTLYNLPU,HZ[(ZPHTHPUS`PU[OL  Z
Graffiti writers/artists, street artists
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the conceptual framework employed, what the previous studies (in)consciously share is the emphasis on more socially 
Q\Z[M\[\YLHUKSP]LHISL\YIHUMHIYPJYLZVUH[PUN^ P[O/LUYP3LMLI]YL»Z  ! VM[LUYLP[LYH[LK¸ YPNO[[V[OLJP[ `¹
even though the question of what kinds of right are at stake is not thoroughly addressed (Attoh, 2011). The questions 
of ^OV can interact with the urban public space and OV^ are especially relevant amid of privatisation of public space 
HUKNLU[YPÄJH[PVU
Many of the artistic and creative practices in urban public space resonate with +H]PK/HY]L`»Z!JHSS
for “reclaiming the city for anti-capitalist struggle.” Because of geopolitical circumstances, growing social inequity, 
and intricate interrelations between the local and global art scene, the issues addressed by these practices are 
not, however, limited to anti-capitalism today. In the shadow of the ever growing instrumentalization of arts and 
culture for city branding, privatization of public space, and intricate power structures in neoliberal art market, the 
dynamics and power relations underlying the conceptual frameworks employed are far more complex than previously 
acknowledged. Furthermore, as Alana Jelinek (2013: 4-5) suggests, most of contemporary practices, including street 
HY[HUKNYHɉ[POH]LILJVTLJSPJOtZVMYLZPZ[HUJL[OH[HJ[\HSS`THPU[HPUYH[OLY[OHUJOHSSLUNLULVSPILYHSZ[Y\J[\YLZ
Hence, I posit that the intricate questions of artistic, aesthetic, cultural, commercial, and social values involved in 
JYLH[PVUWHY[PJPWH[PVUHUKL]HS\H[PVUVMWYHJ[PJLZHUKTVYLPTWVY[HU[S `YLÅLJ[LKPU[OLHJHKLTPJKPZJV\YZLZHYL
essential for in-depth analysis despite the fact that their continually changing qualities seem to escape permanent 
KLÄUP[PVUZ
More research is needed for analyzing the factors that are transforming perceptions and, furthermore, the kind of 
contingencies and impediments that result from growing pressures to conceptualize anything and everything as 
“art” by the various stakeholders involved in artistic and creative practices in urban public space. Through nuanced 
transdisciplinary studies, and better understanding of current societal and cultural changes in the cities, a more 
critical analysis of the value and power structures reshaping the role of arts and creativity can be gained. One possible 
^H`[VHWWYVHJO[OLZLPZZ\LZPZ[OYV\NO[OLJVUJLW[\HSSLUZVMHY[PÄJH[PVU[OH[¸YLMLYZ[VZP[\H[PVUZHUKWYVJLZZLZ
in which something that is not regarded as art in the traditional sense of the word is changed into something art-
SPRLVY PU[VZVTL[OPUN [OH[ [HRLZ PUÅ\LUJLZ MYVTHY[PZ[PJ^H`ZVM [OPURPUNHUKWYHJ[PJPUN¹ 5H\RRHYPULUHUK:HP[V
(S[OV\NOUV[KPYLJ[S`HKKYLZZLK\ZPUN[OPZZWLJPÄJJVUJLW[HY[PÄJH[PVUVMNYHɉ[PHUKVYZ[YLL[HY[ PZVULVM
the core processes underlying the current debates both in academic and public discourses. This is indicated by a 
more commonly accepted concept of urban art in the Euro-American context. Since the varied manifestations of 
artistic and creative practices emerged in urban public spaces both in European and North American cities in the 
1960s, the mediation processes between urban public space and the “white cubes” of the art world has launched 
OLH[LKKPZJ\ZZPVUVU[OLYVSLZ[H[\ZL]HS\H[PVUHUKKLÄUP[PVUZVM[OLWYHJ[PJLZ(Z9VILY[H:OHWPYVHUK5H[OHSPL
Heinich (2012) maintain, the understanding of this dynamic process of social change requires the close examination 
VMZ`TIVSPJTH[LYPHSHUKJVU[L_[\HSSL]LSZZPT\S[HULV\ZS `;VYL]LHS[OLK`UHTPJZVM[OLHY[PÄJH[PVUWYVJLZZP[ZLSM
Shapiro and Heinich suggest “ten constituent processes: displacement, renaming, recategorization, institutional and 
VYNHUPaH[PVUHSJOHUNLWH[YVUHNL SLNHSJVUZVSPKH[PVUYLKLÄUP[PVUVM[PTL PUKP]PK\HSPaH[PVUVM SHIVYKPZZLTPUH[PVU
and intellectualization.”
>OH[[OLUJVUZ[P[\[LZ[OLHY[PÄJH[PVUVMHY[PZ[PJHUKJYLH[P]LWYHJ[PJLZPU\YIHUW\ISPJZWHJL[VKH`HUKYLUKLYZ[OLT
as urban art? What kind of strategies, power struggles and dynamics are in play both on the public level and behind 
[OLZJLULZ&4VYLPTWVY[HU[S `^OH[JHUILNHPULK¶VYSVZ[¶I`[OLHY[PÄJH[PVUVMHY[PZ[PJHUKJYLH[P]LWYHJ[PJLZPU
\YIHUW\ISPJZWHJL&>OH[RPUKVM PUZ[P[\[PVUHSHUKJVUJLW[\HSOPLYHYJOPLZKV^LKLYLJVUZ[Y\J[^P[OV\YJOVPJLZ
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VMJVUJLW[\HSHUK[OLVYL[PJHSMYHTL^VYRZ"HUK^OH[RPUKVM]HS\LZHYLPTWSPLK[OYV\NO[OLJOVZLUKLÄUP[PVUZHUK
identities? It is beyond the scope of this paper to provide a detailed (art) historical analysis of the transformations or 
HOVSPZ[PJV]LY]PL^VMHY[PÄJH[PVUWYVJLZZLZHJYVZZIVYKLYZ9H[OLYT`HPTPZ[VLS\JPKH[L[OLTHQVYPU[LYUH[PVUHSS`
ZOHYLK[YLUKZHUK[OLTVZ[]PZPISLZ`TIVSPJTH[LYPHSHUKJVU[L_[\HSMLH[\YLZVMHY[PÄJH[PVUPU\YIHUW\ISPJZWHJL
The framework is based on an extensive ethnographic research since 2012 in various cities in East Asia, and on a 
comparative perspective built through and in dialogue with scenes in Europe, Canada, the U.S., and South Africa. 
/LUJLT` ^PZO PZ [V IYPUN MVY^HYK [OL PTWVY[HUJL VM JVTWHYH[P]L HUK [YHUZKPZJPWSPUHY` HUHS`ZLZ VM HY[PÄJH[PVU
processes around the globe and how they impact to our academic research.
4\S[PWSLWLYJLW[PVUZPU[LU[PVUZHUK\ZLVM¸\YIHUHY[¹
The understanding of the ]HYPLKprevailing perceptions of urban art – as well as its forms of agencies and intentions 
¶ WYV]PKL H ILULÄJPHS Z[HY[PUN WVPU[ MVY [OL KLLWLY HUHS`ZPZ VM [OL K`UHTPJZ IL[^LLU KPɈLYLU[ KPZJPWSPULZ ]HS\L
Z[Y\J[\YLZHUKJVU[L_[\HSHY[PÄJH[PVUPUIV[OW\ISPJHUKHJHKLTPJKPZJV\YZL;OLTHPU[LUKLUJPLZJHUILJH[LNVYPaLK
PUÄ]LIYVHKY\IYPJZ^OPJOHYLUV[L_JS\ZP]LI\[VM[LUV]LYSHWWPUN![OLTLKPH[PVUHUKYLPTHNPUH[PVUVMHJP[`HUK
VY\YIHU" \UH\[OVYPaLK PU[LY]LU[PVUZHUKVYHY[ PU\YIHUW\ISPJZWHJL"WYVTV[PVUVMHY[ MVYTZKLYP]PUN MYVT
[OLWYHJ[PJLZVMZ[YLL[HY[HUKNYHɉ[P"IYPKNPUN[OLKPJOV[VT`IL[^LLUZ[YLL[HY[HUKNYHɉ[P"LTWSV`PUNHY[MVY
branding and social well-being.
;OLÄYZ[[YLUKPZL]PKLU[HTVUNZJOVSHYZMYVT]HYPLKKPZJPWSPULZ^OVL_HTPULOV^[OLJP[`VY[OL\YIHUPZTLKPH[LK
HUKYLPTHNPULKPUKPɈLYLU[MVYTZVMHY[ZPUJS\KPUNSP[LYH[\YLÄSTJVU[LTWVYHY`HY[HUKWOV[VNYHWO `,K^HYK:VQH
 PU[LYWYL[Z [OL5LVSP[OPJ^HSSWHPU[PUN MYVThH[HSO`R [OL^VYSK»ZÄYZ[RUV^UHY[PZ[PJHSS` YLUKLYLK PTHNLVM
a cityscape dating back to roughly 6150 BC as urban art. For Soja, this mural depicting an erupting volcano and 
around eighty household compounds is an artistic breakthrough of imaging the city. As the “original example of a 
distinctively and self-consciously panoramic \YIHUart form” he maintains, it “expresses a popular awareness of the 
ZWH[PHSZWLJPÄJP[`VM\YIHUPZT¹:VQH!;OLKLÄUP[PVUVM[OPZZL[[SLTLU[HZHJP[`VYHWYV[VJP[`PZZ[PSSKLIH[LK
among scholars, but Soja regards such reservations as a primary example of Eurocentric perceptions. He recognizes 
the importance of the erupting volcano and the possibility of the meaning of the image lying more in the relationship 
of the volcano and the city, than on the depiction of the city itself. What he fails to take into account, however, are 
the contested interpretations of the mural as the oldest known map, a representation of a settlement, which has 
recently been proved (Schmitt et al., 2014; Clarke, 2013). In addition, it is made on three interior (not exterior) walls of 
HOV\ZL;OLX\LZ[PVUYLTHPUZ^OL[OLY^LJV\SKJVUZPKLY[OPZHZ[OLÄYZ[L_HTWSLVM\YIHUHY[^OLUP[PZHYLHSPZ[PJ
representation of the settlement placed inside a building rather than on shared outer space?
0UZPNUPÄJHUJLVMWO`ZPJHSZP[L [V [OLKLÄUP[PVUVM\YIHUHY[ PZLZWLJPHSS`]PZPISL PUJ\S[\YHSZ[\KPLZ^OLYL YLZLHYJO
on urban imaginations and representations is well established and the use of urban art simulates the use of urban 
literature, meaning that the focus is on the depictions of the city, its people, and narratives.  In her recent study, Robin 
Visser (2010) examines the post-socialist aesthetic circumstances in Chinese cities through urban literature and urban 
HY[<UMVY[\UH[LS ` ZOLKVLZUV[WYV]PKLHKLÄUP[PVU MVY\YIHUHY[I\[LTWSV`Z P[ MVYJVU[LTWVYHY`HY[^VYRZ [OH[
examine the varied issues of urbanization in China, both the city as the subject and the subject in the city. While some 
of the art works are interventions in urban public space, some are oil paintings, installations or sculptures about the 
new subjectivities in the cities aimed to be displayed in art institutions. In these discourses on (re)imagining the urban, 
[OLKLÄUPUNJYP[LYPVUMVY\YIHUHY[JSLHYS`YLSH[LZTVYLJSVZLS`[V[OLJVU[LU[ of the art work and its recognition as an 
art form, but is not limited to the city itself or restricted to emerge as interventions in public space.
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The second tendency is most represented by scholars from art studies and urban studies with the focus on the 
PU[LYMHJLZVM\YIHUW\ISPJZWHJLHUKHY[PZ[PJHUKJYLH[P]LWYHJ[PJLZ-VY[OLT[OLVU[VSVNPJHSJSHZZPÄJH[PVUIHZLKVU
the position of the art work in urban public space versus private interior space is far more common than the content 
JYP[LYPH;OLLTWOHZPZVU\UH\[OVYPaLKPU[LY]LU[PVUZHUKVYHY[PU\YIHUW\ISPJZWHJL]LYZ\Z^VYRZKPZWSH`LKPUZPKL
art institutions is indeed one of the dividing questions in the understanding of urban art today. However, the growing 
demand of HY[ in urban public space along with the privatization of public space are reshaping the urban fabric and 
art scene not only in cities in East Asia but across borders, bringing challenges to this approach. While museums, 
galleries, and other art institutions are exclusive to some extent, the majority of them aim to enhance their accessibility 
and publicness with growing emphasis on art projects reaching out from their material premises to urban public 
space in forms of events, performances and murals. In addition, urban art and street art museums add their own 
characteristics to the equation enhancing the presence of art in urban space. The most often voiced question is: Is it 
urban art regardless of whether it is commissioned or not?
This perception closely intertwines but also questions the third tendency, namely the use of urban art for 
LTWOHZPaPUN [OL HY[PZ[PJ ]HS\L HUK Z[H[\Z VM ]HYPV\Z WYHJ[PJLZ IHZLK VU VY IVYYV^PUN MYVT NYHɉ[P HUK Z[YLL[
art by art institutions that wish to legitimize exhibiting and presenting the art forms in question on their 
premises. Similar to galleries and museums, some established auction houses, like Bonhams since 20082, 
promote urban art as a groundbreaking art movement. In these cases, the key denominator is the emphasis on 
aesthetic and material resemblance with the artistic forms emerging in urban public space, although the forms are 
restricted to those easily sold for private or semi-public spaces.
;OLMV\Y[OY\IYPJPZ]PZPISLHTVUN[OLJYLH[VYZ[OLTZLS]LZ^ OVHPT[VV]LYJVTL[OLKPJOV[VT`IL[^LLUNYHɉ[PHUKZ[YLL[
art. At the same time, they both challenge and gain the acceptance of a larger audience. For instance, the Seoul Urban 
Art Project in 2012-2013, was a contemporary art collective that included both local and transnational artists working 
under the “open gallery” concept to provide alternative sites and ways of interaction in the city. According to Junkhouse, 
[OLWHYHNVUVM[OLWYVQLJ[[OLTHPUNVHS^HZ[VZOV^¸YLHSHY[VUYLHSZ[YLL[¹PUZ[LHKVM¸W\ISPJHY[[OH[Ä[Z[OL[HZ[LVM
the masses.” The attention was given “to diversity and a daring experimental spirit.”3 Despite the inspiring rendering and 
inventive experiments in abandoned buildings, the aims of the project did not fully succeed because of restrictions by city 
VɉJPHSZMVYZHML[`YLHZVUZLNSHJRVMH\KPLUJLHJJLZZ[VZLL[OLHY[^ VYRZPUWLYZVU0U[OLLUK[OLWYVQLJ[ULLKLK[V
rely partially on representations through video and photographs displayed in other sites, such as alternative art spaces, 
YLZ\S[PUNPU\UWSHUULKHY[PÄJH[PVUP[ZLSM
-PUHSS ` HZ:OHYVUA\RPU   !OHZLSHIVYH[LKHS[OV\NOHY[PZ[ZOH]LILJVTLTVYLH^HYLHUKHJ[P]LVM [OLPY
role as artists and participants in political activism, they are also often collaborating with urban redevelopments as 
¸ILULÄJPHYPLZIV[OKL]LSVWLYZVMHUHLZ[OL[PJTVKLVMWYVK\JPUNZWHJLPUW\ISPJHY[MVYL_HTWSLHUKPU]LZ[VYZ
in a symbolic economy.” The same applies not only to artists but also practitioners from varied backgrounds in East 
Asia today. Coevolving tendencies bring forward unseen contingencies: while the art markets are promoting the 
commercial value of urban art, and various private, commercial, and non-governmental stakeholders are reaching 
 
-VYTVYLPUMVYTH[PVUZLL)VUOHTZ»Z^LIZP[LO[[W!^^ ^IVUOHTZJVTKLWHY[TLU[Z70*<9)
HN$WHZ[49FTHPUFPU-
KL_FRL`$ZHSLT$HJJLZZLK1HU\HY`
 
3 - Junkhouse, a local painter and street artist, interview with the author, 7 June 2015, Seoul.
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V\[[VW\ISPJZWHJL[OYV\NOHY[JP[`VɉJPHSZHUK\YIHUWSHUULYZHJYVZZ[OL^VYSK\ZL[OLPUZ[Y\TLU[HS]HS\LVMHU`
RPUKVMHY[MVY[V\YPZTHUKJP[`IYHUKPUN;OLNYV^PUNVɉJPHSPU[LYLZ[WYV]PKLZMLY[PSLNYV\UKMVY\YIHUHY[MLZ[P]HSZHUK
projects to bloom across national borders with mixed agencies and aims. 
0UWHYHSSLSHUK^P[OVɉJPHSPUP[PH[P]LZHSZVHY[PZ[ZHUKYLZPKLU[ZJHUSH\UJOSHYNLZJHSLYLNLULYH[PVUWYVQLJ[ZPUVYKLY
to preserve and brand their neighborhoods. One of the recent key examples from East Asia is the Gamcheon cultural 
village in Busan, South Korea, which has become a highly popular touristic site because of its artistically rendered 
public spaces. In 2009, the residents participated in the Village Art Project Competition, sponsored by the Korea 
Ministry of Culture, Sports and Tourism, and received 100 million Korean wons (about US$ 95,000) for the project (Hong 
and Lee, 2015).  Regardless of how these kinds of projects label themselves — whether they are organically initiated 
or government-led projects and what concept they use — they are often more focused on the aestheticization of the 
ZWHJLHUKHY[PÄJH[PVUVMHSSZVY[ZVMWYHJ[PJLZPUJS\KPUNI\[UV[SPTP[LK[VL]LY`KH`WYHJ[PJLZZ\JOHZJVVRPUN[VNL[OLY
VYWV[WSHU[PUNV\[ZPKLVMVUL»ZOV\ZL/LUJL[OL`TVYLSPRLS`HKK[V[OLJ\S[\YHSZ`TIVSPJHUKVYJVTTLYJPHSJHWP[HS
of the neighborhood or city in question.
7YL]HPSPUNOPLYHYJOPLZHUK[OLPYPU[LYYLSH[PVU[VWV^LYZ[Y\J[\YLZ
)LZPKLZ [OL ]HYPLK \ZL VM [OL JVUJLW[ \YIHU HY[ PU KPɈLYLU[ KPZJPWSPULZ HUK WYHJ[PJLZ [OL NYV^PUN ULLK
to promote artistic and creative practices in urban public space by various stakeholders for regeneration, 
branding, cultural capital, and social well-being brings challenges and contingencies to practitioners, artists and 
ZJOVSHYZ HSPRL >OPSL OHYULZZPUN HY[ HUK JYLH[P]P[` MVY ]HYPV\Z W\YWVZLZ LUOHUJLZ [OL WYVJLZZLZ VM HY[PÄJH[PVU
it inevitably also blurs the line between support and exploitation. Organically or privately initiated projects, 
Z\JO HZ HU HUU\HS Z[YLL[ HY[ MLZ[P]HS PU /VUN 2VUN VYNHUPaLK I` /2 >HSSZ H UVUWYVÄ[ HY[Z VYNHUPaH[PVU4, 
can get the attention of the local tourist board, which then advertises the event in order to create a more alluring 
city image for younger generations of tourists in Asia. Publicity can bring new audiences to the event but also cause 
TPZ\UKLYZ[HUKPUNZHUK\UQ\Z[PÄLKHJJ\ZH[PVUZVM[OLJVTTLYJPHSPU[LU[PVUZVM[OLVYNHUPaLYZ0UKLLKVJJHZPVUHSS `
JP[` VɉJPHSZ WYP]H[L LU[YLWYLUL\YZ HUK KL]LSVWLYZ LTWSV` HY[PZ[PJ HUK JYLH[P]L WYHJ[PJLZ HZ [OL` ZLL Ä[ [V [OLPY
V^UHNLUKHZYLNHYKSLZZVM[OLJYLH[VYZ»V^U^PZOLZ(Y[OHZ[OLHIPSP[`[VJH[JOW\ISPJH[[LU[PVUPU[VKH`»ZPTHNL
dominated world and, consequently, to enhance the notion of a vitality of a place or a neighborhood. Because of the 
JVTTVUS`WLYJLP]LKWVZP[P]L PTWHJ[VMHY[ [VJVTT\UP[ ` P[TVYLLHZPS`^PUZZ\WWVY[ MYVTKPɈLYLU[Z[HRLOVSKLYZ
;OLHY[PÄJH[PVUWYVJLZZLZVM YLUHTPUN PUZ[P[\[PVUHSHUKVYNHUPaH[PVUHS [YHUZMVYTH[PVUZHUKNYV^PUNWH[YVUHNLVM
artistic and creative practices in urban public space in East Asia are both the result and cause of social and cultural 
reconstruction of the urban fabric today.
*VUJ\YYLU[S ` [OPZ VɉJPHS HUK NV]LYUTLU[SLK HY[PÄJH[PVU VM HY[PZ[PJ HUK JYLH[P]L WYHJ[PJLZ PU \YIHU W\ISPJ ZWHJL
creates pressure for other stakeholders, such as practitioners, artists, NGOs, NPOs, and art institutions to come 
\W^P[O ZVJPHSS` LUNHNLK HY[ WYVQLJ[Z [V IL M\UKLK I` [OL SVJHS NV]LYUTLU[Z [YHUZUH[PVUHS JVYWVYH[PVUZ HUKVY
other legitimate institutions. On the one hand, aesthetics and arts may risk to be reduced into a mere instrumental 
YVSL YLZ\S[PUN PU[V^OH[9HTPUKLY2H\YHUK ͋7HY\S+H]L4\ROLYQP ! YLNHYKHZ5.6PaH[PVUVMHY[WYHJ[PJL
On the other hand, growing support for art projects engaging with communities and social groups provide new 
VWWVY[\UP[PLZMVYÄUHUJPHSZ\WWVY[!JVUJLW[\HSMYHTPUNVMMVYPUZ[HUJLHZVJPHSULPNOIVYOVVKL_WLYPTLU[HZHY[PUH
funding application improves the possibilities of acceptance and is a valid choice for aiming to maintain the practice 
PUX\LZ[PVU(Y[PÄJH[PVUVMHY[PZ[PJHUKJYLH[P]LWYHJ[PJLZ PU\YIHUW\ISPJZWHJL PZ PUKLLKHKV\ISLLKNLKZ^VYK
-VYTVYLPUMVYTH[PVUVU/2>HSSZZLLP[Z^LIZP[LO[[W!OR^HSSZVYNHIV\[HJJLZZLK1\UL
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It enables novel sites, agencies, and aesthetics to be appreciated by larger audiences and adds to accessibility. At 
the same time, commissioned works might have limitations to the aesthetical, artistic, and ideological aims of the 
practitioners themselves.
The reframing and renaming strategies of artistic and creative practices in urban public space and their 
(un)conscious implications deserve more (academic) attention. The involvement of various agencies and their position 
PUKLYLJVUZ[Y\J[PUN[OLWV^LYZ[Y\J[\YLZOPLYHYJOPLZHUK]HS\LJVUZ[Y\J[PVUZLNVUJVTTLYJPHSZVJPHSZ`TIVSPJ
cultural, and artistic values) need to be taken into account. The intricate value questions underlie any commissions, 
events, collaborations, and interventions causing heated debates, unequal treatment and even unreasonable 
HJJ\ZH[PVUZ6ULWVZZPISLTL[OVK[VL_HTPUL[OLVUNVPUNWV^LYULNV[PH[PVUZHUK^OH[RPUKVMPTWHJ[HY[PÄJH[PVU
actually has on practitioners and researchers is to question the prevailing and dominating hierarchies in both practices 
HUKWYHJ[P[PVULYZ»WYVMLZZPVUHSZ[H[\Z-PN
;OLSPULHYHUKYLK\J[P]L\UKLYZ[HUKPUNVMZVJHSSLKL]VS\[PVUMYVTNYHɉ[P[V[OLYLHSTVMÄULHY[VYJVU[LTWVYHY`HY[
echoes in the subjectivities and professional roles taken by the practitioners themselves. Both the need to be accepted 
I`[OLNSVIHSHY[^VYSKHUKWVZZPIS `ILULÄ[MYVT[OLL_WVZ\YLHUKÄUHUJPHSWYVÄ[LUJV\YHNLZ[OLWYHJ[P[PVULYZ[V
MVSSV^[OLWH[OIV[OPUZLSMKLÄUP[PVUZHUKWYHJ[PJLZ[OH[TPNO[THRL[OLTNSVIHSS`YLJVNUPaLKHZOHZOHWWLULKMVY
instance to Portugese Alexandre Farto (a.k.a. Vhils), French Julian Malland (a.k.a. Seth) and South African Faith47. The 
pattern of hierarchic progress is especially visible among practitioners deriving from the streets but aiming to reach 
the acceptance of the art world: while reaching for recognition as artists they tend to replace the concepts of urban 
HY[Z[YLL[HY[HUKNYHɉ[P^P[OPU[LY]LU[PVUZZP[LZWLJPÄJHY[HUKW\ISPJHY[-YVT[OLWLYZWLJ[P]LVMHY[NHSSLYPLZHUK
curators, such a change can also be a highly positive factor enabling a new position in the art world.
;OLZLRPUKZVMJVUJLW[\HSOPLYHYJOPLZHPTMVYHY[PÄJH[PVUVM[OLWYHJ[PJLZPU\YIHUW\ISPJZWHJL·HUKL]LUIYPUNPUN
them into the “white cubes” — and are especially visible among the art institutions and, to some extent, in NPOs 
and NGOs competing for public funding. The question remains: Does this conceptual framework have an impact 
on academic discourses, too? What kind of intellectualization processes it might provoke? Do scholars, especially 
Fig. 1 - Prevailing hierarchies in conceptual frameworks and subjectivities. Copyright Minna Valjakka.
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PUHY[Z[\KPLZLTWSV`HY[PÄJH[PVU[VYLZLHYJOWYVQLJ[ZPUVYKLY[VILHJHKLTPJHSS`TVYLHJJLW[LKHWWYLJPH[LKHUK
supported?
;OLZL SPULHY WH[[LYUZ YLX\PYLTVYL U\HUJLK KLYLJVUZ[Y\J[PVU [OYV\NO L_HTPUPUN ]HYPLK HNLUJPLZ MYVTKPɈLYLU[
backgrounds with contradictory intentions. It is essential to acknowledge that the value structures HYLUV[\UP]LYZHS, 
and vary greatly from one individual to another and are continuously changing. As is well known, the prevalent 
ZLU[PTLU[ZOHYLKI`THU`WPVULLYZMYVT[OLZ[YLL[ZLZWLJPHSS`[OVZLMYVT[OLVSKZJOVVSNYHɉ[PHUKZ[YLL[HY[ PU
Euro-American contexts, is that street credibility through unauthorized practices serves as the cornerstone for the 
V[OLYWOHZLZPUHWVZZPISLJHYLLYHUKHZHSLNP[PTPaH[PVUVM[OLÄUHUJPHSWYVÄ[PUNVMVUL»Z^VYRHZHY[-PN-VYTHU`
practitioners today, the artistic and aesthetic aims are nonetheless more important than making a statement through, 
MVYPUZ[HUJL^YP[PUNVUL»ZUHTLHUK[OLPU[LYUH[PVUHSS`NYV^PUNW\ISPJHWWYLJPH[PVUMVYHY[VU[OLZ[YLL[ZOHZZOPM[LK
for valuating street art, encouraging more people to create it. Hence, the professional roles and subjectivities today 
OH]LILJVTLL]LYTVYLJVTWSL_!^OPSLMVYZVTLPKLU[PÄJH[PVUHZHNYHɉ[P^YP[LYPZZ[PSS[OLJVYLVMZ\IQLJ[P]P[ `THU`
WYLMLYHS[LYUH[P]LYVSLZL]LU[YHUZJLUKPUN[OVZLYLSH[LK[VHY[ZHUKVYJYLH[P]P[`WLYZLand without clear hierarchic 
relations (Fig 2).
In addition, in East Asia the genealogies, conceptual frameworks and the evaluation criteria of artistic and creative 
practices in urban public space do not follow the same logical structures as in Euro-American contexts. For instance, 
in Japan the strong social norms of proper behavior and the emphasis on aesthetically harmonious urban public 
ZWHJL LZWLJPHSS` PU JLY[HPU ULPNOIVYOVVKZ PU ;VR`V L]VRL Z[YVUN W\ISPJ YLHJ[PVU HNHPUZ[ JVU[LTWVYHY` NYHɉ[P
Meanwhile, certain forms of commissioned “street art,” such as murals, are gradually gaining (limited) acceptance. 
;OLKPZJYLWHUJPLZVM [OLHWWYLJPH[PVUZVMHY[PZ[PJHUKJYLH[P]LWYHJ[PJLZ PUKPɈLYLU[J\S[\YHSJVU[L_[ZJYLH[LV[OLY
MVYTZVMWYLZZ\YLMVYHY[PÄJH[PVUVMIV[O[OLWYHJ[PJLZHUKWYVMLZZPVUHSYVSLZ!WYHJ[P[PVULYZHPTPUNMVYYLJVNUP[PVUHZ
Z[YLL[HY[PZ[ZVYHY[PZ[ZTH`ÄUKP[ULJLZZHY`[VJVUJLHS[OLPYWVZZPISLIHJRNYV\UKHZNYHɉ[P^YP[LYZ
        
 
Fig. 2 - One possible example of an alternative understanding in conceptual frameworks and subjectivities. 
Copyright Minna Valjakka.
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(Y[ OPZ[VYPJHS WLYZWLJ[P]L JHU WYV]PKL HUV[OLY HUNSL MVY X\LZ[PVUPUN  [OL ULLK VM HY[PÄJH[PVU :PUJL [OL  Z
especially avant-garde and experimental artists, such as those involved in the Situationist International, Fluxus, 
and Japanese Gutai group, among others, aimed for criticizing capitalism, social inequity, and problems caused by 
urbanization. They have been keen to eschew art world values and reference points by creating radical interventions 
and participatory projects in urban public space. The questioning of the dichotomy between life and art has been one 
of the core values among these artists promoted conceptually, for instance, by German artist Joseph Beuys (1974: 
48) with his insights on social sculpture aiming to enhance new aesthetic and social consciousness to build “a social 
organism as a work of art.” His broader conceptual take on art did not only aim to erase the dichotomy between art 
and life but furthermore as to transform art practices to include conversation, collaborations, and shaping the actual 
world (Beuys, 2004: 9). This tendency has only grown and expanded in terms of new public art practices, especially 
since the 1990s, in Euro-American art scene, which has brought about novel perceptions and value constructions 
ZLLLN3HJ `  -VSSV^PUNHY[OPZ[VYPHU.YHU[/2LZ[LY»ZPUZPNO[ZJVSSHIVYH[P]LHY[WYHJ[PJLZOH]LHULTWOHZPZ
VUL_JOHUNLHUKWHY[ULYZOPW PUZ[LHKVM[OLHY[PZ[»ZH\[OVYZOPWHUKHLZ[OL[PJH\[VUVT `(TVYLU\HUJLKZ[\K`VM
these art practices, as Kester (2011: 89) rightfully emphasizes, “can reveal a more complex model of social change 
and identity, one in which the binary oppositions of divided vs. coherent subjectivity, desiring singularity vs. totalizing 
collective, liberating distancing vs. stultifying interdependence, are challenged and complicated.”
More recently, the conceptual frameworks and values involved have become even more complex and instead of 
L_WHUKPUN [OLUV[PVUVMHY[ [VL]LY`KH` SPML [OLYLHYL [LUKLUJPLZ [V [YHUZJLUKHY[HUK [OLHY[PÄJH[PVUWYVJLZZLZ!
instead of labeling their works as urban art or public art, many artists prefer concepts such as interventions, projects, 
L]LU[ZHUKL]LUZVJPHSZ[\KPLZ;OPZUV]LSWYVJLZZJV\SKL]LUIL\UKLYZ[VVKHZUVUHY[PÄJH[PVUVMHY[WYHJ[PJLZ
and their professional identities: the aim to promote conceptual frameworks, subjectivities, professional roles, 
and practices beyond art, meaning that they are not merely dependent on the artistic or aesthetic values (Fig. 3). 
Life 
urban public space, everydayness, social activism
Non-artification
Artification
-PN;OLJVU[LZ[PUN[YLUKZVMHY[PÄJH[PVUHUKUVUHY[PÄJH[PVUPUWYHJ[PJLZ]HS\LZHUKKPZJV\YZLZ
Copyright Minna Valjakka.
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To be reductive but rhetorical, a kind of two-way inversion in practices, discourses, values, intentions, and processes 
has emerged: a movement toward the acceptance by the art institutions foregrounds the practices on the streets. 
But a movement toward everyday life and employment of urban public space underpins the aims of some of the 
contemporary artists. These two simultaneous yet contradictory tendencies set an intriguing challenge for our 
research. How can we do justice to the continuously changing, myriad manifestations, agencies, forms, aesthetics, 
and intentions across the borders and without forgetting the urbanites who also are actively engaged with urban 
public space outside of these art discourses?
*VUJS\ZPVUZ![V^HYKTVYLT\S[P]HS\LKHWWYLJPH[PVU
The recent social and political turmoil in cities in East Asia reveal how the authorized city making policies does not 
HS^H`ZM\SÄSS[OLL]LY`KH`ULLKZVM\YIHUP[LZ-YVT[OPZKPZZH[PZMHJ[PVU[OL\YNLMVY\YIHUP[LZ[VKL]LSVWUL^HY[PZ[PJ
and creative practices arises: to facilitate social changes with or ^P[OV\[ the help of established artists. The artistic 
and creative practices in urban public space today are not limited to art projects initiated and led by professional 
artists, even though using art and creativity for branding along with NGO-ization of art practices is popular. The 
multiplication of agencies taking part in reshaping the urban public space to include citizens, activists, designers, 
LK\JH[VYZ WYVMLZZVYZ HUKVY ]HYPLK PUZ[P[\[PVUZ PZ L]LYTVYL ]PZPISL HJYVZZ [OL NSVIL4HU` VM [OLT PU]VS]LK PU
artistic and creative practices in urban public space emphasize process instead of the physical outcome and highlight 
subjects rather than objects.
Furthermore, either traditional or new forms of artistic and creative practices in cities in East Asia do not always fall 
under the Western notion of ”contemporary art.” The forms of creative engagement with the urban public space, such 
as street furniture, urban knitting, and urban gardening, aim to improve the urban fabric for and by urbanites who do 
not usually consider themselves as artists or their input as art. We could accept the proposition that everything is art 
and everyone is an artist, voiced, for instance, by often quoted Joseph Beuys. But what would we actually gain with 
[OLHPTVM [OLHY[PÄJH[PVUVML]LY`KH`WYHJ[PJLZ&:VTLVM [OLTTPNO[IL[OLU¸HJJLW[LK¹HZHY[HUKYLTLKPH[LK
MVYL_HTWSLPUKPNP[HSMVYTZPUVYKLY[VILKPZWSH`LKPUHY[PUZ[P[\[PVUZ;OPZRPUKVMPUZ[P[\[PVUHSPaH[PVUTPNO[ILULÄ[
[OLPY L]HS\H[PVU PU [LYTZ VM JVSSLJ[HIPSP[ ` TVUL[HY` ]HS\L HUKVY WYLZLY]H[PVU WYHJ[PJLZ ;OL WO`ZPJHS KPZ[HUJPUN
would, however, separate them from the shared space they aim to build in the city itself and change the ideological 
framing, too. Moreover, posing value constructions from art world could contradict the perceptions of the urbanites 
themselves. The major risk of mislabelling includes the probability of transforming the value of the manifestations from 
ZVJPHS[VJ\S[\YHSHUKL]LU[VHY[PZ[PJJHWP[HSILULÄ[[PUNV[OLYPUZ[P[\[PVUZTVYL[OHU[OLWLVWSL^OVJYLH[LK[OLTPU
[OLÄYZ[WSHJL
Varied forms of artistic and creative practices are especially visible during social movements. The approaches based 
VU\YIHUHY[Z[YLL[HY[W\ISPJHY[VYWYV[LZ[HY[HYLILULÄJPHSI\[[OL`MHPS[VNYHZW[OLKP]LYZP[`WYLZLU[PUWYV[LZ[ZP[LZ
in terms of infrastructure, mediation, and agencies. Average urbanites, without previous experience or training in arts, 
HYLQVPUPUNJVU[LTWVYHY`HY[PZ[ZHY[HJ[P]PZ[ZZ[YLL[HY[PZ[ZHUKNYHɉ[P^YP[LYZ[VTHRL[OLPYJVUJLYUZOLHYKPUYLSH[PVU
to local, regional, and global issues, such as social discrepancy, environmental issues, and urban development — by 
creative actions building up re-imaginations for the future.
As an example, in Hong Kong an unseen wave of creativity by urbanites swept across the city to support the Umbrella 
Movement in the autumn 2014. Many artists contributed through workshops, lectures, and interventions too, but most 
of them strongly emphasized the anonymity of their input. They promoted the social rather than artistic values of their 
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^VYRZ·L]LUI`SL[[PUN[OL^VYRZ[VILKLZ[YV`LKYH[OLY[OHUWYLZLY]LK^OLU[OLZWHJL^HZJSLHYLKI`VɉJPHSZ
One of the primary examples of non-art intervention was the Lennon Wall Hong Kong, initiated and maintained by a 
group of local social workers and students, none of claiming the status of an artist. Uncountable number of varied 
contributions were made by tourists, urbanites, activists, and artists, but majority of them were post-it notes (Fig. 4). 
Although participation and aesthetics were essential also to the Lennon Wall, it does not fully correspond with current 
understandings of collaborative art because it was not an art project organized and lead by professional artists. What 
value would it add to this ephemeral project to artify it, and for instance, to display it in an art museum?
Fig. 4 - One note on Lennon Wall, Admiralty, Hong Kong, November 2014. Photo: Minna Valjakka.
0WVZP[[OH[JYP[PJHSHUHS`ZPZVMTVYL]LYZH[PSLWYHJ[PJLZ[OHU[OVZLMHSSPUN\UKLY[OLJ\YYLU[UV[PVUVMº\YIHUHY[»PZULLKLK
in order to transcend the binaries in perceptions as Kester suggests. More detailed understanding of the shifting 
HNLUJPLZJVUJLW[\HSMYHTL^VYRZWV^LYYLSH[PVUZHUKHY[PÄJH[PVUWYVJLZZLZ^PSSYL]LHSTVYLPU[YPJH[LPU[LYYLSH[PVUZ
VMZVJPL[HSJOHUNLZHY[HUKJYLH[P]P[ `(Y[PÄJH[PVUVMHY[PZ[PJHUKJYLH[P]LWYHJ[PJLZPU\YIHUW\ISPJZWHJLKVLZUV[
necessarily add cultural, aesthetical, commercial, social or artistic value to the practices or practitioners themselves. 
6U[OLJVU[YHY `HY[PÄJH[PVUTH`L]LUJH\ZL\UL_WLJ[LKHUK\U^HU[LKV\[JVTLZPU[LYTZVMTPZPU[LYWYL[H[PVUZHUK
L]LUL_WSVP[H[PVUVM[OLWYHJ[PJLZPU[OLILULÄ[VMV[OLYPUZ[P[\[PVUZVYVɉJPHSWYVNYHTZ
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Abstract
This research reinterprets urban design theories. Its main aim is to reconsider social structure, which is comprised of 
individuals and their mobile communication tools. It is inevitable that our mobile society constituted in urban space 
ULJLZZP[H[LZHYLJVUZPKLYH[PVUVM\YIHUPKLU[P[`KLÄULK[OYV\NO[OLJVNUP[PVUHUKPKLU[PÄJH[PVUVM[OLJVTWVULU[Z
VM[OLJP[ `6]LY[OL[LU`LHYZ^L»]L^P[ULZZLKHWLYJLW[PVUVM\YIHUZWHJLHUKSVJH[PVUPU^OPJOH^HYLULZZPZX\P[L
KPɈLYLU[^OLUPUKP]PK\HSZ\ZLZTHY[WOVULZPU^H`ÄUKPUNWYVJLZZVY^OLUKLÄUPUNMHTPSPHY\UMHTPSPHYWSHJLZ
-PYZ[WHY[ PUJS\KLZHZOVY[HJJV\U[VM [OLX\LZ[PVUUHPYL YLZLHYJOYLZ\S[Z;OPZLUHISLZ\Z [V PU[LYWYL[ [OLLɈLJ[VM
TVIPSLJVTT\UPJH[PVUKL]PJLZVUPUKP]PK\HSZ»TLL[PUNWSHJLZPU\YIHUZWHJL0U[OLZLJVUKWHY[[OLMYHTLVM[OL
subject is extended with an example of a sensational mass movement to depict the power of social media. This 
section based on the Gezi Park demonstrations in Istanbul in 2013, examines the role of social media to identify urban 
ZWHJLHUKYLKLÄULKPKLU[P[PLZVM\YIHUZWHJL;OLJVUZ[HU[PUMVYTH[PVUÅV^YLSH[LK[VWHY[PJ\SHYSVJH[PVUZK\YPUN[OL
Gezi Park demonstrations has created imperishable memories for these places in Istanbul. This research is criticizing 
the acknowledged images of urban space beyond architectural determinism and asks how the perception of place 
identities has changed in light of new modes of communication.
2L`^VYKZ! 
Urban identity, urban public space, mobile phones, mobile communication, social media, vested identities
1. Introduction
The objective of this research is to interpret acknowledged urban design theory in light of social structure in urban 
ZWHJL^OPJOPZJVTWYPZLKVMPUKP]PK\HSZHUK[OLPYTVIPSLJVTT\UPJH[PVU[VVSZ;OLL_PZ[LUJLVMºTVIPSLZVJPL[`»PU
\YIHUZWHJLULJLZZP[H[LZ[OLYLJVUZPKLYH[PVUVM[OL\YIHUPKLU[P[`PZZ\LKLZJYPILK[OYV\NOJVNUP[PVUHUKPKLU[PÄJH[PVU
of physical and spatial components of urban settings. Hence in the era of wireless connection, physical space and 
]PY[\HSZWHJLZOV\SKILJVUZPKLYLK[VNL[OLYPU\YIHUZWHJL[VKLÄULWSHJLPKLU[P[PLZ:OHYLKWPJ[\YLZHUK[L_[ZVU
ZVJPHSTLKPHWVZ[LKMYVTZWLJPÄJSVJH[PVUZHYLJVUZVSPKH[PUN[OLPKLU[P[PLZVYLUYPJOPUN[OLTLHUPUNZVM[OLZLWSHJLZ
In ;OL:[Y\J[\YHS;YHUZMVYTH[PVUZVM[OL7\ISPJ:WOLYL (1962), Jürgen Habermas emphasizes the role of communication 
in public opinion. However, the means of communication of recent times were unthinkable when Richard Sennett 
(1974), Jürgen Habermas (1962) or Kevin Lynch (1961) was writing about urban social life and cognitive mapping. This 
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YLZLHYJOYL]PL^Z\YIHUKLZPNU[OLVY`MYVT[OLWLYZWLJ[P]LVM[VKH`»ZTVIPSLJVTT\UPJH[PVUWYHJ[PJLZI`SVVRPUNH[
[OLPTWHJ[VMZVJPHSTLKPHHZVULVM[OLTVZ[LɈLJ[P]LJOHUULSZVMWLYWL[\HSJVUULJ[PVU^P[OSP[[SL[VUVJVZ[HUK[OL
world to bear witness. 
The outcome and earnings of mobile communication possibilities in urban space is conceptualized by 2 examples. 
One of them is based on a survey conducted in Ankara, Turkey, during 2009 and 2010. It covers the analysis of the 
responses of several hundred participants to a questionnaire which attempted to identify behavioral changes before 
HUKHM[LY[OLHK]LU[VM[OLTVIPSLWOVUL;OLZLJVUKZ\IQLJ[PZIHZLKVU[OLYLJLU[ÄUKPUNZVMZ\TTLY.LaP
Park protests in Istanbul. We all have witnessed the impact of mobile communication possibilities in urban space via 
ZVJPHSTLKPHK\YPUNTHZZZVJPHSTV]LTLU[ZWHY[PJ\SHYS`PU[OL4PKKSL,HZ[K\YPUN[OLº(YHI:WYPUN».LaP7HYRWYV[LZ[Z
that began in Istanbul and spread throughout the country was one of the examples of mass society movements but it 
is quite unique because 85 percent of social media posts were sent from within Turkey, whereas in the other examples 
the majority was sent from abroad [3]. Although the protestors against police violence seem to be lost but Gezi Park 
protests have resulted with the success of social media. Accordingly, the Gezi Park mass movement itself and how 
[OLTV]LTLU[WH[[LYUZHUKTLL[PUNWSHJLZJVUZ[HU[S`KLÄULKHUKYLKLÄULK[OYV\NOPUZ[HU[ZOHYLZVUZVJPHSTLKPH
are the noteworthy issues that shed light on this research. 
;OLZ\Y]L`VU4LL[PUN7SHJLZ
This survey is conducted in 2009 and 2010 includes the responses of 630 participants to a questionnaire that attempts 
to ascertain behavioral changes before and after mobile phone usage. The fundamental question is “How have the 
TLL[PUNWSHJLZVM(URHYHHYLJOHUNLKPUTLHUPUNZPU[OLTVIPSLWOVULLYH¹;OLÄYZ[ZLJ[PVUVM[OLZ\Y]L`SVVRZMVY
changes in the cognitive mappings of the citizens of Ankara due to the onset of mobile phone use. The criteria for this 
survey were; 1) The respondents should have been familiar with the city; 2) The respondents should have experienced 
the city before and after the advent of mobile phone usage. 
According to the answers, the meeting points on the city map were scattered in urban space and they are placed more 
on streets rather than pointing out nodes as landmarks. An additional extended questionnaire was carried out with 
KLUPaLUZVMKPɈLYLU[HNLZIHJRNYV\UKZHUKLK\JH[PVUHSSL]LSZHPTPUN[VHJOPL]LHUVIQLJ[P]LPU[LYWYL[H[PVU"PUJS\KPUN
WHY[PJPWHU[Z PU [V[HS ;OL PU]LU[VY`VMTLL[PUNWSHJLZ PU(URHYH HJJVYKPUN [VKPɈLYLU[ HNLNYV\WZ ZOV^LKH
JVUZPKLYHISLJOHUNL6ULVM[OLTVZ[JYP[PJHSPZZ\LZVM[OPZYLZLHYJO^HZ[OH[[OLZWLJPÄJPU[LYPVYZWHJLZVYZLY]PJL
WVPU[Z TL[YVZ[H[PVUZI\ZZ[VWZ^LYLKLÄULKHZ [OLTLL[PUNWSHJLZI`KLUPaLUZ;OPZZOV^Z [OH[ [OLTLL[PUN
WSHJLZILJHTL[OLZPT\S[HULV\ZS`ZJOLK\SLKHJ[P]P[PLZYH[OLY[OHUZP[\H[LKVYNHUPaLKHJ[P]P[PLZ;OLWH[OZZ[YLL[Z
or boulevards) in the city center were preferred as meeting places more often according to the questionnaire results 
ÄNHUKÄN(M[LY[OLHK]LU[VM[OLTVIPSLWOVULTLL[PUNWSHJLZ^LYLZJH[[LYLKVU[OLZLWH[OZ;OLYLMVYLP[JHU
be interpreted that the meeting places were also perceived in linear form besides point wise. Unlike urban theories 
which tell us these components of urban structure are ascendant elements for a city to be legible, secondary research 
)HYSHZ(ǸLU[YR4YL]LHSZ[OH[[OLZLWVPU[ZVMYLMLYLUJLZHYLSVZLLɉJPLUJ`K\YPUNJVNUP[PVUTHWWPUN
processes in the era of mobile information and communication technologies. 
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In order to bring further comment on urban design theories, it is helpful to review what the theory says so far. By the 
 Z [OLWYVK\J[PVUVM ÅL_PISLLU]PYVUTLU[Z^HZ PUJYLHZPUNS` ZLLU PU [LYTZVM HTHSNHTH[PUN [OLT\S[PM\UJ[PVU
design principles of modernism with the new media of computers. During the early 1970s a group succeeded in 
isolating a large number of so-called “patterns” which specify some of the spatial relations necessary to wholeness 
PU [OL JP[ ` ;OLWH[[LYUZ^OPJO HYL KLÄULK YHUNLK MYVT [OL SHYNLZ[ \YIHU ZJHSL [V [OL ZTHSSLZ[ ZJHSL VM I\PSKPUN
construction (Alexander, Neis, Anninou, King, 1987). Then, Amos Rapoport in “Human Aspects of Urban Form” 
brought the close relationship between built form and culture to the attention of architects and planners. Urban 
form is clearly seen as resulting from the interplay of a number of factors such as location, transportation networks, 
land value and topography (Rapoport, 1977). Mobile technologies breathe a new life into the multi-layered structure 
and restoration of urban space. As Scott Mc Quire declares, the contemporary city is a media-architecture complex 
resulting from the proliferation of spatialized media platforms and the production of hybrid spatial ensembles. While 
this process has been underway at least since the development of technological images in the context of urban 
“modernization” in the mid-19th century, its full implications are only coming to the fore with the extension of digital 
networks (McQuire, 2008). The predominant theory of urban identity is largely fed by visually based explanations, 
supported by interpersonal and inter-communal relations. In this sense, new communication practices and virtual 
environments of social media embedded into urban structure bring a new approach to the subject of urban design 
theories as well as the meaning of urban identity.
Digital Media & The Urban (Art)
Fig. 1 - Meeting Places before mobile phone 
7YP]H[LHYJOP]L4LS[LTǸLU[YR(ZÛSKL]LJP
Fig. 2 - Meeting Places after mobile phone  
7YP]H[LHYJOP]L4LS[LTǸLU[YR(ZÛSKL]LJP
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=LZ[LK0KLU[P[PLZVM<YIHU7\ISPJ7SHJLZ
7\ISPJ WSHJLZ HYL JVUZVSPKH[LK I` [OL HɈVYKHUJLZ VM ZTHY[ WOVULZ HUK X\LZ[PVU HJRUV^SLKNLK \YIHU KLZPNU
[OLVYPLZ;OL]HS\LVM[OLÅV^VMPUZ[HU[PUMVYTH[PVUPZJY\JPHS0[PZSPRLZWH[PHSRUV^SLKNLPU\YIHUZWHJLILJH\ZL[OL
person standing in an urban sphere is connected to everybody and everywhere with his smart phone in addition to 
the real social composition. Such that, in the previous years we have observed a determinative role of social media 
in demonstrations in Egypt and Tunisia; we experienced it in Istanbul at the Gezi Park protests too. The Gezi Park 
protests arose from disputed urban development plans, which had little public input to remove Taksim Gezi Park, the 
SHZ[ZPNUPÄJHU[NYLLUZWHJLPU[OLJLU[LYVM0Z[HUI\SHUKYLWSHJLP[^P[OHZOVWWPUNTHSS;OLWYV[LZ[HUKP[ZLɈLJ[VU
social media increased exponentially with the police intervention.
 [OVM4H`^HZ[OLÄYZ[KH`VM[OLWVSPJL PU[LY]LU[PVU PU.LaP7HYRHUK[O\Z[OLILNPUUPUNVM[OLWYV[LZ[Z
in Istanbul. According to the New York University Social Media and Political Participation (SMaPP) Department, 
7,328,937 Tweeter messages were sent on that day and 18,835,909 protest-related messages were sent on June 
1. Hashtag direngeziparki is used more or less four million times during Gezi Park protests. Turkish Twitter users 
increased from 1.8 million to ten million people [1]. These statistics show that people rely on social media in order to be 
PUMVYTLKHIV\[^ OH[PZNVPUNVUPU\YIHUZWHJL+\YPUN[OL7YV[LZ[ZWHY[PJPWHU[Z\ZLKZVJPHSTLKPH[VKLÄULZHMLHUK
unsafe places and they transformed the meanings of locations. Via Twittter and Facebook messages, the protestors 
KLJSHYLKHTVZX\LHZHUPUÄYTHY `HOV[LSSVII`HZHZOLS[LYHJHMtHZHULTLYNLUJ`IH[[LY`JOHYNPUNZWV[HUKTHKL
these places to be used in that way. In 2017, the number of smart phone users in Turkey is estimated to reach 40.5 
million compared to just 16 million in 2013. Along comes the importance of the collaboration of ICTs and urban design 
practices in order to breathe new life into the debate of successful cities. 
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Fig. 3 - The density of hashtags in the Twitter messages during Gezi Park Demonstrations, O[[WZ!
^^ ^[LJOUVWH[UL[NLaPWHYRP]LZVZ`HSTLK`HL[RPZP
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:WVU[HULV\ZHUKYLÅL_P]LS`NYV^PUNJYV^KVM.LaP7HYRTV]LTLU[YHPZLTHU`X\LZ[PVUZPU[OLÄLSKZVM\YIHUKLZPNU
urban sociology, and architecture. The architect Murat Çetin (2013) says that Gezi Park is a real architecture and urban 
design laboratory for all of us. As suitable to the atmosphere of the post-modern era virtually started on social media, 
digital space turns into a concrete, physical, archaic and primitive image and converted to one basic land struggle at 
the 21st century at the heart of Istanbul. Çetin,M (2013) explains that the self-organized urban space and the urban 
ZWHJLUL[^VYRPZMVYTLKK\YPUN.LaP7HYRWYV[LZ[ZJHTWPUN[LU[ZJVTTVUZLY]PJL[LU[ZZV\WRP[JOLUPUÄYTHYPLZ
free chairs, etc.) [2]. Susan Buck-Morss called Gezi Park protests and similar kinds of mass movements as “global 
crowd”. She argues that the diplomacy of global crowd has created its own street art, political performances, common 
J\S[\YLZ[^LL[ZHUKL[J(JJVYKPUN[V[OLYLZLHYJOVM5L^@VYR<UP]LYZP[`»Z:VJPHS4LKPHHUK7VSP[PJHS7HY[PJPWH[PVU
Department (SMaPP), the Gezi Park protests should not be compared to the other movements such as Occupy Wall 
Street and Arab Spring, it is unique because 85 percent of the posts were sent from Turkey whereas the majority was 
sent from foreign countries in other examples and because social media was used as a driving force as argued above 
[3].
3. Conclusion
My aim is to illuminate both everyday practices in urban spheres and the reliability of current urban design theories. 
In this way, a new theoretical explanation of urban public place and urban social life is described by the role of mobile 
JVTT\UPJH[PVU[LJOUVSVNPLZPUL]LY`KH`SPML*VUZ[HU[PUMVYTH[PVUÅV^YLSH[LK[VWHY[PJ\SHYSVJH[PVUZK\YPUN[OL.LaP
Park demonstrations has created imperishable memories for these places in the city of Istanbul. The power of social 
media has ensured these memories of particular places in Istanbul are known worldwide.
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Fig. 4 - Social Media, O[[W!^^ ^O\ɉUN[VUWVZ[JVT [\YRL`ZVJPHSTLKPHZTHY[WOVULZVJJ\W`NLaP
protests_n_3411542.html (18.01.2017).
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What happens during the Gezi Park protests are extreme but the protests were crucial example to prove possibilities 
of establishing common platforms of sharing place memories, building collective memory, artistic and intellectual 
WYVK\J[P]P[ `JVUZLX\LU[S`PUJYLHZPUN[OLKP]LYZP[`VMWSHJLPKLU[P[PLZ(TVUN[OLYLKLÄULKWSHJLZPU.LaP7HYRHUK
around it, I mention two of them: `LY`aZVMYHSHYÛ (translation: dinner table of the earth surface) and WHYRMVY\TSHYÛ 
(translation: forum of the parks). These are the examples of created places of Gezi Park demonstrations. Yeryüzü 
ZVMYHSHYÛHYL[OL[HISLZHYLZL[\WVU[OL0Z[PRSHS:[YLL[HSVUN^P[OHUHWWYVHJOLTIYHJPUNL]LY`IVK`HUKVWLU[V
everyone. The food was served and shared by the protestors. The reputation of them spread very fast with the hashtag 

@LY`a:VMYHSHYÛVU;^ P[[LYHUKZ[HY[LK[VZL[[SLPUKPɈLYLU[JP[PLZYPNO[HM[LY0Z[PRSHS:[YLL[
@LY`a:VMYHSHYÛ was another unique creation like other places that brought Gezi Park Protests to the city. Following 
Gezi Park Demonstrations Ramadan started. These tables are established on the Istiklal Street along with an approach 
embracing everybody and open to everyone. The reputation of the @LY`a:VMYHSHYÛ spread very fast with the hashtag 

@LY`a:VMYHSHYÛVU;^ P[[LYHUKZ[HY[LK[VZL[[SLPUKPɈLYLU[JP[PLZYPNO[HM[LY0Z[PRSHS:[YLL[
(UV[OLYJYLH[P]LL_HTWSLVMJVSSLJ[P]LTLTVY`PZ[OL7HYRMVY\TSHYÛ(M[LY[OL.LaP7HYRJHTW^HZJSLHYLKI`YPV[
police on June 15, protesters began to meet in other parks all around Turkey and organized public forums to discuss 
ways forward for the protests. 7HYR-VY\TSHYÛwere a free platform of speech. These unique formations of urban space 
were one of the most important bi-products of Gezi Park protests which are created in the synergy of protestors.
Learning from the collaboration, communication and organizational skills in the Gezi Park protests, we can argue that 
the mobile communication practices in urban space over a very long period of time can leave permanent marks on the 
city. The presence of real encounters in physical space is essential but urban connoisseurs should not underestimate 
[OLLɈLJ[VMTVIPSLJVTT\UPJH[PVUWVZZPIPSP[PLZVUYHUKVTTLL[PUNZHUKSVJH[PVUH^HYLULZZWe must think about 
\YIHU W\ISPJ WSHJL [OYV\NO [LJOUPJHS OHIP[\HS Å\_PVUHS UV[PVUZ^P[O HSS HZWLJ[Z PU VYKLY [V JVUJLW[\HSPaL \YIHU
design theories and place identities. 
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-PN¶@LY`aZVMYHSHYÛH[0Z[PRSHS:[YLL[0Z[HUI\SO[[WZ!VULKPVJVTOHILYYHTHaHUHILZRHSH`LY`\a\
sofralarinin-tum-bilinmeyenleri-527040 (18.01.2017).
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Abstract
4`WHWLYMVJ\ZLZVUVULZWLJPÄJJHZLZ[\K `H89JVKLWYVQLJ[I`)LYSPUIHZLKHY[PZ[:^LaH!.YHɈ`HYK;OPZ PU
[\YU JVUZ[P[\[LZ [OL Z[HY[PUNWVPU[ VMT` M\Y[OLY YLÅLJ[PVUVUKPNP[HS HYJOP]PUNWYHJ[PJLZ^P[O ZWLJPHS H[[LU[PVU [V
the concept of location and placement. My approach implies the questioning of both time and space as well as 
.YHɈ`HYK»ZHYJOP]LHYJOP[LJ[\YL(Z^PSSILZOV^U.YHɈ`HYKUV[VUS`M\UJ[PVUZHZHO`IYPK¸YLHS]PY[\HSHYJOP]L¹HZ
the artist himself states (Sweza, 2012), but exposes its inherent logics and processes. In that way, it both alludes 
to the topic of ephemerality – street art is generally known for – and addresses broader questions regarding digital 
archives, the availability of data, digital art history, the production of memory and the consolidation of a street art 
JHUVU.YHɈ`HYKLSHIVYH[LZVU[OLZL[VWPJZPUHWSH`M\SL_WLYPTLU[HS^H`HUKTHRLZ[OLTYLÅL_P]LPU[OLTLKP\TVM
HY[4`WHWLYLTWOHZPaLZ[OH[P[PZTVYLHUKTVYLPTWVY[HU[[VHSZVYLÅLJ[VU^OH[PZTPZZPUNPUV\YKPNP[HSHYJOP]LZ
HUK^OH[RPUKVMºJVUULJ[PUNWYHJ[PJLZ»HYLPU]VS]LK;OPZPUL]P[HIS `KLTHUKZ[HRPUNPU[VHJJV\U[[OLPU]LZ[PNH[PVU
of data monopolies, platform politics, algorithms and net critique in general.
2L`^VYKZ! 
Street Art, QR Codes, Digital Archiving Practices, Net Critique, Digital Art History
º.L[[PUN<W»!(IV\[:[YLL[(Y[HUKAVTIPLZ
)LYSPUIHZLKHY[PZ[:^LaH\ZLZ89JVKLZ[VWYLZLY]LNYHɉ[PVYZ[YLL[HY[MVYWVZ[LYP[`I`WOV[VNYHWOPUNP[ILMVYLP[NV[
YLTV]LK(M[LY[OLWPLJLZOH]LILLUJSLHULKVɈI`[OLSVJHSH\[OVYP[PLZVYI\PSKPUNV^ULYZOLWSHJLZH89JVKLPU
[OLL_HJ[SVJH[PVU^OPJOYLZVS]LZ[VHUPTHNLVM[OLVYPNPUHSÄN1 “In that way a mobile phone with a QR code 
reader can be used to travel back in time”2:^LaHZ[H[LZ!¸)`ZJHUUPUN[OLZLJVKLZPUKP]PK\HSNYHɉ[PVYZ[YLL[HY[
WPLJLZNV[YLHUPTH[LKHUKºNL[\W»HZaVTIPLZ;OH[PZ^O``V\JHUHSZVJHSS[OLTºNYHɉ[PaVTIPLZ»¹:^LaH!
ZLJɈB[YHUZS2.D(UK[OPZH[SLHZ[VU[OLÄYZ[ZPNO[TPNO[ILVI]PV\Z¶ILJH\ZLPM`V\YLHKPU[OL89JVKL^P[O
`V\YZTHY[WOVULYLZWLJ[P]LS``V\Y89JVKLYLHKLY[OLPTHNLVM[OLKPZHWWLHYLKNYHɉ[PHWWLHYZVU[OLZJYLLUVM
your mobile smartphone device. This means that it has been digitally reanimated. 
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;OL(YJOP]L
In the following, nevertheless, I want to elaborate a little bit more on the discourse of the archive. Discussing this 
topic, one of the main challenges or problems will be that the archive not only points to both an institution and 
HJVUJLW[¶^OPJOTLHUZ P[IV[OHKKYLZZLZHZWLJPÄJWSHJLHUKHTL[OVK ,ILSPUNHUK.UaLS !¶I\[
YH[OLY[OH[P[HSS\KLZ[VHJVTWSL_V]LYÅV^PUNHUK[OLYLMVYLHSTVZ[\UTHUHNLHISLWOLUVTLUVU>OPSLOPZ[VYPHUZ
\ZL[OLHYJOP]LMVYOPZ[VYPVNYHWO `V[OLYZPUYL[\YUX\LZ[PVUP[ZNLULYH[P]LLɈLJ[Z,YUZ[ *\S[\YHSZJPLU[PZ[Z
like Aleida Assmann (2006, 2009) for instance, question the archive as the place of our cultural or collective memory 
– an idea which can be linked with Boris Groys understanding of the archive as a “machine for the production of 
memory” (Groys, 2009: 140-141 [transl. KG]). Groys states that on the one hand, the archive is associated with the 
idea of completion. This means that it should collect and represent everything that is outside of the archive. On the 
other hand, “archive things” (ibid.), as Groys names them, generally KVOH]LHKPɈLYLU[KLZ[PU`[OHUHSS[OLWYVMHUL
[OPUNZV\[ZPKLVM [OLHYJOP]L º(YJOP]L[OPUNZ»HYLJVUZPKLYLK]HS\HISLHUK^VY[ORLLWPUN PUHZHMLWSHJL^OLYLHZ
[OLTVY[HSP[`VM[OLWYVMHUL[OPUNZV\[ZPKLVM[OLHYJOP]LPZNLULYHSS`HJJLW[LK;OLYLMVYLHM\UKHTLU[HSKPɈLYLUJL
IL[^LLU[OL[OPUNZPUZPKLHUKV\[ZPKLVM[OLHYJOP]LOHZ[VILOPNOSPNO[LK¶HKPɈLYLUJLPUYLNHYK[V]HS\LKLZ[PU `
ephemerality, destruction, and death (ibid.: 141). 
In the same way archives (pretend to) endeavor for objectivity, in the same way they are ideologically (pre)structured. 
They decide what is visible and preserved in a culture, and what is not, and therefore decide what remains hidden from 
IV[OWYLZLU[HUKM\[\YLZVJPL[PLZ¸(YJOP]LZWYLJLKLOPZ[VYPVNYHWO `^OPJOPZ[OLPYLɈLJ[¹,ILSPUNHUK.UaLS !
14 [transl. KG]) claim in the introduction of the “Archiveology”. This shows that the archive, as a mediator between 
the visible and the invisible, the included and the excluded, the remembered (or memorable) and the forgotten has 
ILJVTLHJLU[YHSJH[LNVY`^P[OPUJ\S[\YHSZ[\KPLZ 0[ZVUNVPUNKPZZVS\[PVUHUKTL[HWOVYPJHSL_[LUZPVU [VKPɈLYLU[
ways of collecting, storing, saving and remembering – nevertheless, or precisely because of that – asks for further 
KPɈLYLU[PH[PVUZ,YUZ[ !:PUJL[OLLTLYNLUJLVMUL^TLKPH[LJOUVSVNPLZHUKKPNP[HSHYJOP]PUNWYHJ[PJLZ
this demand has gained in impact, relevance and complexity. Today, the archive should no longer be considered as 
the place of historical storage, but, following Wolfgang Ernst (2009: 186), of availability, accessibility and actualization. 
º3PNO[PUN\W[OL+HYR»
However, at this point let me come back to .YHɈ`HYK0»TX\LZ[PVUPUN!>OH[OHWWLUZPU[OPZTVIPSLZTHY[WOVULIV_¶
it is [Y\S`possible to travel back in time, as Sweza states on his website: “In that way a mobile phone with a QR code 
reader can be used to travel back in time”30UHKKP[PVU^OH[OHWWLUZ[VZ[YLL[HY[¶PZP[ºNOVZ[PUNHYV\UK»¶HUKPM
ZV^OLYL&(UKTVYLV]LY^PSSP[ÄUHSS`ºNL[\W»HZH]PY[\HSaVTIPL&:VSL[\ZVWLU[OLISHJRIV_[V[OLNYH]L`HYKVM
NYHɉ[P
,WOLTLYHSP[`PZHUPZZ\L^P[OPU[OLZ[YLL[HY[ZJLUL:^LaHZ[H[LZ!ZLJɈ-VYOPTP[PZPU[LYLZ[PUN[VZLL[OL
WYVJLZZVMºKLJVTWVZP[PVU»^OLUWPLJLZ[HRLVUKPɈLYLU[ZOHWLZHUKPU[OLLUKKPZHWWLHYMVYL]LYPIPK:^LaH
WSH`Z^P[O[OPZMHJ[I`¸Z\WLYPTWVZPUN[OPZºYLHS]PY[\HSHYJOP]L»¹PIPKB[YHUZS2.D.P]LU[OH[IV[O[OLMVYTHUK[OL
JVU[LU[VMOPZHYJOP]LOH]LºYLHS]PY[\HS»YLMLYLUJLWVPU[ZP[PZUV[VUS`JVUZ[P[\[LKI\[WLYTHULU[S`WYVJLZZLKVU[OL
PU[LYZLJ[PVUIL[^LLUº[OLWO`ZPJHS»HUK[OLºKPNP[HS»>P[OPU[OPZJVUZ[LSSH[PVU[OL[^VVWWVZP[LSH`LYZHYLPU[LYJVUULJ[LK
^P[OLHJOV[OLYI`TLHUZVMH89JVKL^ OPJOZ`UJOYVUPaLZ[OLWYVJLZZVMKPZHWWLHYPUNHUKºNL[[PUN\W»¶YLZWLJ[P]LS`
ºYPZPUN\WMYVT[OLKLHK»¶VMHMVYLTLU[PVULKZ[YLL[HY[HUKNYHɉ[PWPLJLZ;OL89JVKLJVUZLX\LU[S `WYLZLU[ZP[ZLSM
HZHTLKPH[VY^P[OPUHUL[^VYRVMJVTWSL_ZVJPV[LJOUPJHSYLSH[PVUZOPWZ[OH[PU[LYJVUULJ[ZIV[OSH`LYZPUHZPNUPÄJHU[
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^H`!P[ZLWHYH[LZI`SPURPUNHUKSPURZI`ZLWHYH[PUN:^LaH»Z89JVKLZJVUZLX\LU[S `T\Z[IL\UKLYZ[VVKHZWPJ[VYPHS
ZPNUZ[OH[KVUV[VUS`PUJS\KLI\[HSZVYLMLY[V[OLPYV^UIHJRZPKL;OPZZOV^Z[OH[:^LaH»Z.YHɈ`HYK renounces any 
KL[LYTPULKºLP[OLYVY»HJOHYHJ[LYPZ[PJ[OH[IYPUNZ\ZIHJR[V[OLTL[HWOVYVM[OL[LTWVYHY`Z[YLL[HY[aVTIPL^OPJO
JHUHSZVILSVJH[LKPUHU\UKL[LYTPULKZWHJL[PTLZVTL^OLYLºPUIL[^LLU»VU[OLPU[LYZLJ[PVUVMSPMLHUKKLH[O
It is interesting to note here that .YHɈ`HYKUV[VUS`YLÅLJ[ZVU[OL[VWPJVMLWOLTLYHSP[ `I\[YH[OLYKLWLUKZVUP[HZ
^LSS;O\ZUV[VUS`[OLMV\UKZ[YLL[HY[HUKNYHɉ[PWPLJLZHYLLWOLTLYHS[OLPYºNYH]L`HYK»PZLWOLTLYHSHZ^LSS;OL
intermediate stage between life and death, passing away and getting up, destruction and (temporary) revitalization 
is not only artistically addressed, but also inscribed into the project. The functionality of the hybrid, time-spatial 
interplay of .YHɈ`HYK is decisively dependent on the life span of the QR codes. The pasted codes, on the long run, 
KVUV[N\HYHU[LLHSVUN[LYTYLTLTIYHUJLVYZ\Y]P]HSVM[OLZ[YLL[HY[HUKNYHɉ[PWPLJLZYH[OLY[OL`JVU[YPI\[L[V
a sudden, selective, unexpected and zombie-like appearance of their digital copies. .YHɈ`HYK, consequently, must 
IL\UKLYZ[VVKHZHZLSMYLÅL_P]LWYVQLJ[^OPJOKVLZUV[JVUMYVU[[OLMHZ[TV]PUN[PTLV\[ZPKLVM[OLHYJOP]L^P[O
HJLY[HPUºWSHJLVMWYV[LJ[PVU»VYºZ[HIPSP[`» (Stäheli, 2002). It rather refers to its own archiving logic and exhibits its 
inherent processes. 
In sum, .YHɈ`HYK is an archive, attached to, or even augmenting urban space, that is both locative, situational and 
ZLSMYLÅL_P]LHUKVɈLYZSPTP[LKHJJLZZ[VP[ZV^UHYJOP]HSKVJ\TLU[Z0[PZWYVK\JLKHUKWLYTHULU[S`YLHJ[\HSPaLK
in the process of its reanimation. Consequently, we might possibly understand .YHɈ`HYK as some kind of hybrid 
memory black box that is characterized by qualities of situativeness, selectiveness, temporality, subjectivity and 
incompleteness. 
;OL3VNPJVM[OL(YJOP]L
This, in return, makes clear that .YHɈ`HYK must be dependent on preliminary research and preparation. Even though 
:^LaHHWWHYLU[S`ZLLTZ[VZVTLOV^\UKLYTPUL[OLº[YHKP[PVUHS»\UKLYZ[HUKPUNVM\YIHUHY[HLZ[OL[PJZ¶I`THPUS`
HKKPUN[HNZ[VOPZHYJOP]LPUZ[LHKVMKLJVYH[P]LZ[YLL[HY[HUKNYHɉ[PWPLJLZ¶OLUL]LY[OLSLZZPZUV[HISL[VSL]LYV\[
[OLSVNPJVM[OLHYJOP]L;O\ZL]LY`ZPUNSLºPTWVY[»ºHKK»VYº\WSVHK»THYRZHKPɈLYLUJL^OPJOZLWHYH[LZKVJ\TLU[Z
^VY[OHYJOP]PUNMYVTKVJ\TLU[ZUV[^VY[OHYJOP]PUN0UKP]PK\HS[HNZHZ^LSSHZZ[YLL[HY[HUKNYHɉ[PWPLJLZHYLHS^H`Z
privileged in comparison to others that have no access to the archive. This amply demonstrates that every archive 
contains a border which separates the internal from the external, the archive from the non-archive, the closed from 
the open, the included from the excluded, and in the end, the preserved from the non-preserved (Fohrmann, 2002: 
¸5VHYJOP]L^P[OV\[V\[ZPKL¹+LYYPKHZ[H[LZPIPK^P[OYLMLYLUJL[V+LYYPKHB[YHUZS2.D:^LaH»ZZLSLJ[PVU
^OL[OLYJVUZJPV\ZVYUV[T\Z[[OLYLMVYLHS^H`ZIL\UKLYZ[VVKHZHÄYZ[PU[LYWYL[H[PVU[OH[KL[LYTPULZ^OPJO^VYRZ
will be remembered and which ones will not. This shows that the archive, as the place to remember, is closely linked 
to the logic of exclusion, ignorance and oblivion. 
:VSL[TLÄUHSS`JSVZL^P[OHZLYPLZVMX\LZ[PVUZ.P]LU[OLMHJ[[OH[LWOLTLYHSP[`KL[LYTPULZ:^LaH»ZWYVQLJ[PUH
ZPNUPÄJHU[^H`HUKVU[OLSVUNY\UJVU[YPI\[LZ[VJ\[[OLYLJLU[S`V\[SPULKPU[LYWSH`IL[^LLUº[OLWO`ZPJHS»HUKº[OL
KPNP[HS»0HTHZRPUN!+VLZ:^LaHPU[OLLUKVɈLY[OLWVZZPIPSP[`VMHÄUHSVISP]PVU&(S[LYUH[P]LS `^OH[OHWWLUZ[V[OL
ZHPKNYHɉ[PHUKZ[YLL[HY[WPLJLZVUJL[OLKPNP[HSSPKVM[OLHYJOP]LPZZUHWZO\[&>PSS[OL`ILVɈLYLKHSHZ[YLZ[PUNWSHJL
and thus, confront death; or are they condemned to an eternal life inside a non-accessible, digital web space whose 
gates will be closed forever? (see also Warnke, 2002: 270).
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;OL0U[LYUL[HZHU(YJOP]LHUK(Y[/PZ[VYPJHS:[VYHNL4LKP\T
This question, on the one hand, leads to the questioning of the internet as a digital archive and art historical storage 
medium, on the other hand, the addressing of associated potentials and impositions. As will be shown, the outlined 
discourse draws attention to the conditions in which cultural heritage and knowledge is made accessible. Given the 
MHJ[[OH[J\S[\YLPZ[OLYLZ\S[VMP[ZZ[VYHNLTLKPH[OLUJ\S[\YHSTLTVY`[\YUZV\[[VIL[OLLɈLJ[VMHUHYJOP]L^OVZL
basic operations constantly change with new media innovations (Ernst, 2009: 178). Nevertheless, the idea of the 
internet as storage medium fosters some misunderstandings, because archive material is not only stored but also 
published (Ebeling and Günzel, 2009, with reference to Assmann, 2009).
However, it can be assumed that Sweza never intended to create an archive in the proper sense of the word. Rather, 
he exposes its inherent logics, processes and dynamics and provides a meta comment on digital archiving practices 
in general. By not selecting pieces that go hand in hand with the common taste or criteria of the art system, he adds 
HUV[OLYSL]LSVMYLÅLJ[PVUHUK\U]LPSZ[OLÄJ[PVUHSX\HSP[PLZVM[OLHYJOP]L)`YL]HS\H[PUN[HNZ^OPJOHYLV[OLY^PZL
underestimated, marginalized, displaced and unwanted, he reveals the selectivity of the archive and its inherent 
ambiguity. In this way, his project complies with other works of contemporary art. In her article (UHYJO`PU[OL(YJOP]L 
(2009) Monika Rieger points to a similar perspective. She states that the majority of artists do not associate the 
archive with a safe storage room and the possibility of an identical reconstruction of the past. Rather, they focus 
VUP[ZMYHTL^VYRHUKKVUV[ZWLUK[VVT\JO[PTLVUHUHS`aPUNP[ZJVU[LU[PIPK!:^LaH»ZWYVQLJ[MVSSV^Z[OPZ
genealogy. With his work, the dynamic conception of the archive becomes evident, addressing the dialectic between 
remembering and forgetting. This idea can be associated with the increasingly important question – or problematic – 
of digital archiving and storage practices in general. Sweza addresses these topics in a playful and experimental way, 
THRPUN[OLTYLÅL_P]LPU[OLTLKP\TVMHY[-VSSV^PUN(SLPKH(ZZTHUUP[JV\SKILZ[H[LK[OH[HY[\U]LPSZ[OH[J\S[\YL
does not remember anymore (Rieger, 2009, with reference to Assmann, 1999: 371); or, in other words, that the storage 
capacity of our cultural archives has exceeded the amount that can be retranslated into our human memory (Rieger, 
 ^ P[OYLMLYLUJL[V(ZZTHUU! Ɉ([[OLZHTL[PTLZOLPUKPJH[LZ[OH[[OLZLSLJ[PVUJYP[LYPHVMV\YJ\S[\YHS
memory have become unclear (ibid.). This fact, in particular, can be observed in the context of street art festivals. Here, 
it is especially worth questioning PM and PU^ OH[^ H`Zour cultural memory and related media practices of documenting, 
archiving and storing have already contributed to establish – and permanently reprocess – some kind of international 
street art canon (Glaser, 2015).
º+VPUN[OL(YJOP]L»HUK[OL*OHUNPUN(JJLZZPIPSP[`VM*\S[\YHS/LYP[HNL.VVKZHUK2UV^SLKNL
>P[OPU[OPZJVU[L_[M\Y[OLYX\LZ[PVUZJHUILYHPZLK6ULTPNO[WVZZPIS`[OPURVM.VVNSL»Z:[YLL[(Y[7YVQLJ[4 which 
was founded in 2014 and meant to archive street art worldwide. Apart from all the advantages of an easily accessible, 
digital archive in high-resolution, it remains to be questioned what this kind of archive furthermore entails. In his 
Z[\K`VUKPNP[HSHYJOP]PUN1LɈ9V[OLUI\YNZ[H[LZ! ¸+PNP[HSKVJ\TLU[Z SHZ[ MVYL]LY¶VY`LHYZ^OPJOL]LYJVTLZ
ÄYZ[¹>HYURL!^P[OYLMLYLUJL[V9V[OLUI\YN   4VYLV]LYOLHKKZ!¸;OLYLPZ¶H[WYLZLU[UV^H`[V
guarantee the preservation of digital information” (ibid., with reference to Rothenburg 1999). At the same time, Martin 
Warnke indicates that digital archives only endure as long as they are permanently in use (ibid.: 280). This means 
that data, in regular intervals, have to be stored to new media and converted into new formats, in order to impede 
KLH[OPIPK!+\L[V[OLMHJ[[OH[PU[LYUL[WHJRHNLZHYLÄ[[LK^P[OHTLJOHUPZTVMZLSMKLZ[Y\J[PVUPIPK!
the internet has proved to be inappropriate as an archive, Warnke states (ibid.). What is not on the servers anymore 
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is not accessible; the well-known LYYVYVJJ\YZPIPK-YLUJOHY[PZ[4;6^HZVULVM[OLÄYZ[HY[PZ[Z^OVL_WSPJP[S`
addressed this topic,5^OPSLH[[OLZHTL[PTLJYP[PJPaPUN.VVNSL»ZWYHJ[PJLZVMZ\Y]LPSSHUJLHUKJLUZVYZOPW^OPJOHYL
also associated with their archive project. 
If one assumes that technical standards and software technologies will further improve, the archive, eventually, will 
UV[VUS`ILHKKYLZZHISLHZHI\[HZHUKPTLUZPVUHSZWHJL,YUZ[ !;OPZ^V\SKVɈLYUL^ZLHYJOVW[PVUZ
and organizing tools (ibid.). For instance, one could easily be able to search melodies with melodies, images with 
images, etc. (ibid.). .VVNSL7OV[VZ6 is one example, which points into this direction. Here, photos are algorithmically 
sorted and categorized. Google, most likely, uses this as a playground to improve its own face and object recognition 
software (Hernandez, 2015). This makes evident that, in the context of digital archiving practices, it is increasingly 
PTWVY[HU[[VHSZVX\LZ[PVU[OLZ\WWVZLKS`ºMYLL»PUMYHZ[Y\J[\YLZVU^OPJOV\YKPNP[HSHYJOP]LZHYLIHZLKJVUZPKLYPUN
LZWLJPHSS` [OL MHJ[ [OH[ [OL`HYLVɈLYLKI`T\S[PUH[PVUHSJVTWHUPLZ SPRL.VVNSL)LYSPUIHZLKJ\YH[VY3\[a/LURL
supports this idea by also voicing some concerns regarding the Google :[YLL[(Y[7YVQLJ[. He questions what kind 
of algorithms are working in the background and if they, sooner or later, will tell us what kind of images generate the 
highest advertising impact, and in the end, most of the money (Henke, 2015). The questions of who owns and controls 
images and what for, as well as who establishes and handles data monopolies, is, at present, one of the greatest 
sociopolitical challenges, Henke states (ibid.). 
7. Conclusion
(ZT`WHWLYOHZZOV^UPU[OLM\[\YLP[^PSSILL_[YLTLS`PTWVY[HU[[VHSZVYLÅLJ[VU^OH[PZTPZZPUNPUV\YKPNP[HS
HYJOP]LZ ,YUZ[! HUK^OH[RPUKVM ºJVUULJ[PUNWYHJ[PJLZ»HYL PU]VS]LK6U[OLVULOHUK [OPZ PTWSPLZ[OL
questioning of archive architectures and their inherent processes and mechanisms of selection, which separate 
documents worth archiving from documents not worth archiving (Fohrmann, 2002: 21-22; Stäheli, 2002: 74) and, in 
the end, favor the consolidation of a street art canon. On the other hand, this implies the questioning of associated 
practices, which are often based on commercial interests. 
Against this background, it seems to be crucially important to no longer understand the internet as a simple tool 
or storage medium, but as an inseparable part of our political, economic, social and cultural life (Lovink, 2012: 94). 
4\S[PUH[PVUHSJVTWHUPLZSPRL.VVNSL¶T\JOSPRL[OLPU[LYUL[PUNLULYHS¶KVUV[VɈLYHMYLLPUMYHZ[Y\J[\YL9H[OLY
[OL^OVSLJ\S[\YHSWVSP[PJHSLJVUVTPJHUKLK\JH[PVUHSSHUKZJHWLPZZ[YVUNS`PUÅ\LUJLKI`P[ZUL[^VYRPUNZ[Y\J[\YLZ
its algorithms and mechanisms of coordination (ibid.: 199). Debates about spatial appropriation, advertising, 
institutionalization, domestication, censorship, privacy as well as the questioning of hierarchies – which in the context 
VM[VKH`»ZZ[YLL[HY[HYLZ[PSS[PLK[V[OLMYHTL^VYRVM[OLWO`ZPJHSJP[`¶OH]L[VIL[YHUZMLYYLK[V[OLUL[Z.SHZLY
2015). The current but decisive challenge will be to critically question familiar conventions, mechanisms of control 
and exclusion within existing – most possibly centralized – network infrastructures. The nets and its central nodes are 
places of decision making, which inevitably display the current infrastructures of power (Glaser, 2015; Lovink, 2012; 
3V]PURHUK9HZJO*VUZLX\LU[S `^LHYLUVSVUNLYPUJOHYNL[VZPTWS`ºYLJSHPT[OLJP[`»I\[[VºYLJSHPT[OL
PU[LYUL[».SHZLY
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Fig. 1 - website picture from 2014, website relaunch 
in 2016; photo: © Sweza.
Fig. 2 - website picture from 2014, website relaunch 
in 2016; photo: © Sweza.
Endnotes
1 - See ^^ ^Z^LaHJVTNYHɈ`HYK (accessed 
30.07.2013, website relaunch in 2016).
2 - ^^ ^Z^LaHJVTNYHɈ`HYK (accessed 30.07.2013, 
website relaunch in 2016).
3 - ^^ ^Z^LaHJVTNYHɈ`HYK (accessed 30.07.2013, 
website relaunch in 2016).
4 - ^^ ^Z[YLL[HY[^P[ONVVNSLJVTKL as well as 
^^ ^NVVNSLJVTJ\S[\YHSPUZ[P[\[LWYVQLJ[Z[YLL[HY[
(accessed 22.04.2015).
5 - The documentation of the mural is accessible online 
at ^^ ^MHJLIVVRJVTTLKPHZL[&ZL[$H 
 [`WL$ (accessed 
22.04.2015); for further information see also Levy (2015).
6 - ^^ ^NVVNSLJVTWOV[VZHIV\[ (accessed 
08.12.2016).
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:WH[PHSHUK4LKPH*VUULJ[P]P[`PU<YIHU4LKPH(Y[
Annette Urban
 
Abstract
In order to investigate the preconditions of urban media art – in the context of the recent convergence of real and 
virtual space – it makes sense to focus on art projects and exhibitions that use connectivity as a model for interlaced 
UV[ZLWHYH[LK\YIHUTLKPHZWHJL(Y[PZ[ZPU[LY[^PUL[OLÅV^ZVMKH[HHUKTVIPSP[ `HUKYLJVUULJ[[OLZLZ\WWVZLKS`
immaterial networks to an urban terrain. By comparing urban art projects and exhibitions from the 1990s to some 
today, this paper shows that similar issues were relevant before the advent of mobile media technology. Moreover, the 
dialectics of de- and reterritorialization are a valuable analytical tool for urban media art in general. 
2L`^VYKZ! 
urban media art, real and data space, connectivity, deterritorialization, reterritorialization, mobility, locative 
media, locative arts, Lynn Hershman, rude_architecture, Mark Shepard, M+M, Marc Lee, *VUULJ[LK*P[PLZ
/HJRPUN[OL*P[`
<YIHU4LKPH(Y[0[Z9LSH[PVU[V:[YLL[(Y[HUK;OLPY+LWLUKLUJLVU9LHSHUK=PY[\HS:WHJL
Besides its strong reliance on urban surfaces and their materiality, street art today is deeply marked by the convergence 
of real and virtual space. While it is still possible to stroll past street art in urban sceneries – and this remains one of 
P[ZRL`JOHYHJ[LYPZ[PJZ¶^LOH]L[VHJRUV^SLKNL[OH[¸TVZ[]PL^LYZVMZ[YLL[HY[L_WLYPLUJLP[VUSPULϮ)SHUJOt!
36).1 This includes the possibility of uploading geotagged images of dispersed street art pieces, thus transforming the 
VSKTVKLSVM\YIHUÅoULYPLPU[VHRPUKVMZJH]LUNLYO\U[)SHUJOt!I\[HSZVVMWHYHSSLSPaPUN[OLL_WLYPLUJL
VMNL[[PUNSVZ[PUKLKPɈLYLU[PH[LK\YIHUZWHJLZ^P[O[OLKPZVYPLU[H[PVUVM^LIZ\YÄUNVYL]LU[OLSVZZVMHU`ZLUZLVM
locality. The general hybridization of virtual and real space is a central concern for artists working within and with the 
city because the city itself is becoming smart and loosening its roots in physical space (Bourdin et al., 2014). However, 
simultaneously the concept of the “smart city” promises to reconcile the two supposedly antagonistic spheres of 
urban and media space. This tension grows even more acute when urban artists do not choose spray cans or stencils 
but new media as their means; these media can bridge distances, compensate for on-site experience, and therefore 
partake in the general process of obliteration of space. On the other hand, many of them have changed into location-
aware technologies, thus generating some sort of net locality (Gordon et al., 2011).
The two related dialectics outlined above can be better understood as processes of dis- and relocation, or of de- 
and reterritorialization;2 as fundamental tensions, they underlie every kind of what I call “urban media art” and — as 
shall be shown — are made productive in some of its convincing examples. I shall focus on exhibitions and works 
that clearly have their origins in “public art,” but undermine the problems of art under public and curatorial mandate 
with strategies of cultural-digital hacking, thus coming close to the unauthorized tactics of street art. And instead of 
\ZPUN[OL[LYT¸\YIHUHY[¹MVY¸Z[YLL[HY[¹[OH[ÄUKZP[Z^H`PU[VT\ZL\TZWHJLZ)SHUJOt!3 I propose a new 
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concept of “urban media art” that provides for the fundamental dialectics outlined above and shares with street art 
an interest in ambulatory, nodal spaces constituted by traversal and intersections (Hoppe, 2009). In order to explore 
[OLZWLJPÄJWYLJVUKP[PVUZMVY[OPZRPUKVM\YIHUTLKPHHY[0ZOHSSL_HTPULH[LSSPUNWOLUVTLUVU[OH[PZL_JLW[PVUHS
in the wide spectrum of public art exhibitions. This kind of exhibition has been established as a promising branch 
of contemporary art even and precisely at a time when the relevance of urban space as public space was declining 
(and this correlation persists). Apart from long-term projects such as the :R\SW[\Y7YVQLR[L Münster, numerous new 
exhibitions are launched every summer, such as the exhibition series 7SH`PUN [OL*P[` (2009–2011) organized by 
the Schirn Kunsthalle Frankfurt. It can readily serve as an example of the recent reconceptualization of site-related 
practices through performance art. By contrast, the pervasion of urban space by new media, as indicated by the 
subtitle of the exhibition :LUZPUNWSHJL4LKPH[PZPUN[OL\YIHUSHUKZJHWL at the House of Electronic Arts at Basel in 
2012 (Buschauer and Himmelsbach, 2013), is often delegated to institutions specialized in new media and digital art.4
Some exhibition formats or singular projects have nevertheless experimented with conceptually correlating the 
urban and the media sphere: one way of doing so can be described as an exploration of the common connectivity 
characteristic of decentralized urban spaces and media networks. To this extent, I accept the vagueness of concepts 
such as “network” and “connectivity” in order to make their overlapping usages productive in the various discourses 
JVUJLYULK0UZ\JOHY[WYVQLJ[ZZWH[PHSWH[[LYUZJVUZPKLYLKKLÄJPLU[^P[OYLNHYK[V[OLPKLHSJP[`JVYLNHPUYLSL]HUJL
because of the interconnection between physical mobility and mobile communication. Even transit spaces, once the 
epitome of non-places, can paradoxically engender site-related practices encouraged by a heightened awareness 
for the aesthetics of infrastructure both in terms of transportation and communication technology.5 My perspective 
is in keeping with recent research by Regine Buschauer (2010) and others who want to overcome the separation of 
the historiographies of media and mobility. They prefer to focus on the interplay of “mobile communications, physical 
TVIPSP[`HUK[OLJP[`ϮHUKWH`H[[LU[PVU[V¸[OLSVJH[LKULZZVMTVIPSP[PLZϮ:OLSSLYHUK<YY `!(JJVYKPUNS `0
ZOHSSZPUNSLV\[HY[PZ[PJL_HTWSLZ[OH[PU[LYSHJL[OLÅV^ZVMKH[HHUKTVIPSP[ `;OPZOHZ[^VPTWVY[HU[JVUZLX\LUJLZ!
it helps to make comparisons between brand new and older new media art with respect to the fundamental dialectic 
of dis- and relocation and to overcome a narrow, technically determined understanding of locative media.
*VUULJ[LK¶;LSLTH[PJ:WHJLZHUK)VKPLZ
The common connectivity of urban and media spaces is often already stressed by the mottos of exhibitions and 
their accompanying posters and covers, particularly in the case of those examples that I have chosen from the Ruhr 
YLNPVUHUKP[ZJOHYHJ[LYPZ[PJHNNSVTLYH[PVUVM[V^UZHUKJP[PLZ;OLPKLHVM\ZPUN[OPZRPUKVM[YHɉJPUMYHZ[Y\J[\YL
in public art projects resonates in exhibitions such as (¶KPL:JOUOLP[KLYNYVLU:[YHL and ,TZJOLYR\UZ[
^OPJOMVJ\ZLZYLZWLJ[P]LS`VUHTHPU[YHɉJHY[LY`HUKHYP]LYY\UUPUN[OYV\NO[OPZ[LYYP[VY`"[OLYP]LYPZPU[OLWYVJLZZ
of being restored to its natural state. Moreover, in the same context, namely the context of the European Capital of 
Culture 9\OY, Sabine Maria Schmidt from the Folkwang Museum Essen launched the project /HJRPUN[OL*P[`. It 
suggested the parallelization of urban spaces with spaces of communication by dedicating both of them to strategies 
of hacking. Even in 1999, during the heyday of net art and before the advent of location-aware media, the exhibition 
*VUULJ[LK*P[PLZH[ [OL3LOTIY\JR4\ZL\T+\PZI\YNZ[HY[LK [V SH\UJO¸WYVJLZZLZVMHY[ PU [OL\YIHUUL[^VYRϮ
^OPJO^HZTLHU[ PUHKV\ISLZLUZL0[^HZ[OLHPTVM[OLL_OPIP[PVUJ\YH[LKI`:RL+PURSHHUKVMTHU`VM[OL
participating artists to interweave such post-industrial agglomerations like the Ruhr area and their nodal urban spaces 
^P[OV\[HJLU[LY^P[OUL[^VYRLKKH[HZWHJL;OPZSLHKZ[VKV\ISLJVUULJ[P]P[`[OH[PZTVYLZWLJPÄJL]LUZP[LZWLJPÄJ
in a new manner, although the whole exhibition *VUULJ[LK*P[PLZ remained within the institutional framework of public 
art, launched by a museum and partly situated in its indoor spaces.
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Fig. 1 - Lynn Hershman and Fabian Wagmister: ;PTL;PTL(NHPU, 1999, telecommunicative installation, internet 
project and robotic doll, in the context of the exhibition *VUULJ[LK*P[PLZ 1999. 
66
Urban Art: Creating the Urban with Art Digital Media & The Urban (Art)
Let me focus more closely on the contribution by net art pioneer Lynn Hershman in cooperation with Fabian Wagmister 
because their networked installation ;PTL;PTL(NHPUÄNPU[LYJVUULJ[Z[OLZ\WWVZLKS`H\[VUVTV\ZKL[HJOLK
sphere of the museum with urban and web space. It puts into perspective the paradigm of virtual space as a separated 
sphere of its own as it was prevalent in the 1990s. By means of a bluebox process, the silhouettes of visitors at the 
3LOTIY\JR4\ZL\T^OV^LYLÄSTLKI`HJHTLYHILOPUKH YLHYWYVQLJ[PVUZJYLLU^LYL PUZLY[LKHZ+NYHWOPJZ
into live images transmitted from surveillance cameras at the train station (Dinkla, 1999: 134–144). The electronic 
ZLWHYH[PVUHUKTP_[\YLVM PTHNLZ PU[LUZPÄLKHUL_WLYPLUJLVMKPZSVJH[PVU PU [OLKHYRWSHJLSLZZT\ZL\TZWHJL!H
feeling of being transported to another place or even of the unreal tele-presence of being at two places at once. On 
the other hand, the realistic impact of the familiar train station and the live stream heightened the consciousness of the 
OLYLHUKUV^!KL[LYYP[VYPHSPaH[PVUYL]LY[Z[VHZVY[VMYLZP[\H[PUN0UHKKP[PVU[OLO\THUZPSOV\L[[LZ^LYLÄSSLKPU^P[O
emblematic images delivered by a history database presenting connective structures of all kinds such as tubes and 
circuits. Depending on their position in the room, the visitors could change this content. They thus somehow navigated 
through the history of the Ruhr region with images amalgamating the old infrastructure of heavy industry and the new 
VULVMJVTT\UPJH[PVUÅHURLKI`HUHZWLJ[VM[LJOUVPKIVKPLZHZ[OLWH[[LYUZVMJVUULJ[P]P[`[\YULKPU[VHY[LYPLZ
of organisms. The involvement of museum visitors was crossed with a second interactive feature engaging an online 
H\KPLUJLHUKYLPUMVYJPUN [OLHɉUP[`^P[ONHTPUN;OPZ PU[LYMHJL^P[O [OL^LIWVZZLZZLKHO\THUVPK MVYT^P[OH
robotic puppet surveying the exhibition space. Her eyes could be controlled telematically from the web, thus producing 
another multi-layered projection of the real visitors in front of their avatar-like data bodies within the composite picture 
of the remote train station. In the hybrid space of this networked installation, the museum turns into an arena of a 
corporal skipping backward and forward through past, present, and future, merging urban mobility, actual movement 
HUK^LIHJ[P]P[PLZ^OPSLKH[H[YHɉJPZNV]LYULKI`NHaLZ[OH[VZJPSSH[LIL[^LLUZ\Y]LPSSHUJLHUKNHTLJVU[YVS;OPZ
fragile balance of activation and subjugation has been later pursued in locative games such as those of Blast Theory, 
which make use of the implementation of GPS into smart phones in order to root online games in urban real spaces.
Fig. 2 - rude_architecture 
(Friedrich von Borries, Gesa 
Glück, Tobias Neumann): 
\YIHUFKPHY`, Berlin U Alexan-
derplatz, 2001–2002, sms-diary 
in public space, two projection 
screens. 
67
Urban Art: Creating the Urban with Art
*VU]LYNPUN[OL-SV^ZVM4VIPSP[`HUK*VTT\UPJH[PVU
>OPSL/LYZOTHU˕ZPUZ[HSSH[PVUZ[HNLZ[OLNOVZ[S`WYLZLUJLVMIVKPLZTVIPSPaLKPUIL[^LLUYLHSHUK]PY[\HSZWHJLZ
P[OHZUV[`L[KPYLJ[S`JVU]LYNLKKH[HÅV^ZVMJVTT\UPJH[PVU^P[OÅV^ZVMTVIPSP[`HZ[OL`KLWHY[ MYVT[OL[YHPU
station. Such transit spaces are often seen as antagonistic, i.e. as spaces of non-communication in accordance 
^P[O4HYJ(\Nt»ZJOHYHJ[LYPaH[PVUVMUVUWSHJLZ[OH[YLN\SH[LILOH]PVYPUHUVUWLYZVUHS^H`HUK[OLYLMVYLJYLH[L
lonely users (Augé, 2000). Numerous art projects try to break up these situations of non-communication. They even 
reinterpret surveillance cameras, which Lev Manovich mentions as one of the three key elements responsible for the 
merging of data and real space (Manovich, 2006), as partners in a game that—in contrast to the observational regime 
in ;PTL;PTL(NHPU—stresses much more the idea of reciprocity and togetherness. This was the case with Chess for 
**;=6WLYH[VYZ, the contribution of Mediengruppe Bitnik to the exhibition /HJRPUN[OL*P[` in 2010 (Schmidt, 2011: 
25–39). Other projects confront the non-communicative character of transit spaces with the simultaneous but closed 
communication taking place within these spaces via mobile media without addressing what is physically close. This 
YLPUMVYJLZ[OLPUKPɈLYLUJLHTVUNWLVWSLSHJRPUNHZLUZLVMJVTT\UP[`K\YPUN[OLPYKHPS`YV\[PULVMJVTT\[PUN
;OPZZP[\H[PVU^HZZPNUPÄJHU[S`HS[LYLKI`HWYVQLJ[YLHSPaLKI`[OLJVSSLJ[P]LY\KLFHYJOP[LJ[\YLPU)LYSPUPU¶
It short-circuited the small personal screens of mobile media with the big advertising screens installed in public 
transportation systems. In this way,\YIHUFKPHY`ÄNZVTLOV^L_[LUKZ[OLPKLHVM^YP[PUNVU\YIHU^HSSZ^OPJO
PZH[[OLOLHY[VMNYHɉ[PHUKZ[YLL[HY[[VLSLJ[YVUPJIPSSIVHYKZI`VWLUPUN[OLTMVYHSSZOVY[WYP]H[LTLZZHNLZPUÅ\_
These texts were now readable for everyone around and written in the awareness and with the intention that they 
would have been made public (Blume, 2004: 39–40).64\JOSPRLHUVU`TV\ZNYHɉ[P[OL`[OLYLMVYLVZJPSSH[LKIL[^LLU
WYP]H[LKPHY`HUKW\ISPJ\[[LYHUJL;OLWYVQLJ[L_WSVYLK[OLZP[LZWLJPÄJP[`VMZWHJLZVMTVIPSP[` PUT\S[PWSL^H`Z!
using a 24-hour delay, text messages could be sent out at a precise moment addressed to oneself or to another 
WLYZVU^OV^V\SKIL[OLYLH[L_HJ[S`[OLZHTL[PTL[OLUL_[KH `;OLWYVQLJ[YLÅLJ[Z[OL[PTLLJVUVT`HUKYO`[OTZ
ZWLJPÄJMVY[OLZL[YHUZMLYWVPU[ZPU[OLUL[^VYRVMZ\I^H`YV\[LZ;OLTVUV[VUV\ZYLN\SHY\ZLVMZWHJLL]LUPUZWPYLK
Digital Media & The Urban (Art)
Fig. 3 - Mark Shepard i.a.: (KOVJ+HYR9VHZ[5L[^VYR;YH]LS4\N (Concept Sketches), 2010, part of :LU[PLU[*P[`
:\Y]P]HS2P[, 2010, Video documentation, 5:15 min., project website O[[W!Z\Y]P]HSZLU[PLU[JP[ `UL[. 
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some participants to write mini-serials of ongoing text messages. While it was not a rare thing for singular messages 
[VKPZWSH`[OLZ[LYLV[`WPJHSJVTT\UPJH[PVUHTWSPÄLKI`HSSRPUKZVMZVJPHSTLKPH[OLJVU[PU\V\ZSPULHYYLJLW[PVUVM
the \YIHUFKPHY` in situ caused a clash of messages which strongly varied in style and content. This corresponded 
perfectly with the heterogeneity of commuters and their contingent communities, thus underlining the media-site 
ZWLJPÄJP[`VM[OLWYVQLJ[
<YIHUFKPHY` still restricts itself to place-bound screens in order to make public a collective hypertext mirroring the 
distracted thoughts of waiting commuters and tries to spread the online communication over to the silent mass on 
site. A more recent project is able to make immediate use of the connectivity of mobile media. It raises, in a sense, 
[OLJVUJLW[ZVM\YIHUJYLH[P]P[`HUKIYPJVSHNL[V[OLUL_[[LJOUVSVNPJHSSL]LSVMHJP[`»ZPUMYHZ[Y\J[\YL^OPJO[VKH`PZ
PUJYLHZPUNS`PU[LY^V]LU^P[O[OLTVIPSLKL]PJLZVM\YIHUP[LZ[OLTZLS]LZ"[OLWYVQLJ[L]LUMYLLS`VɈLYZ[OLULJLZZHY`
circuit diagram and source code. The(KOVJ+HYR 9VHZ[5L[^VYR;YH]LS4\N (2010) is part of the :LU[PLU[*P[`
:\Y]P]HS 2P[ (Shepard, 2010; Buschauer and Himmelsbach, 2013: 108–112),7^OPJO4HYR:OLWHYK ÄYZ[ WYLZLU[LK
completely at the 0:,(9\OY and realized in the public transportation system of New York City. This prototype 
HTHSNHTH[LZ[OLJVɈLL[VNVJ\W^P[O[OLZLJVUKLZZLU[PHSVM[OLTVYUPUNJVTT\[LY!0[LTILKZHTVIPSLWOVUL
screen in the lid of the mug, together with a small wireless mesh network radio module designed for close range. This 
kind of network is established among all passengers in one subway train equipped with such a mug, who can thus 
ZLUKTLZZHNLZ[V[OLT\NZULHY[OLTI`SPM[PUN[OLPYV^U\WHZPM[VKYPURÄN*VUÄULK[V[OLPTTLKPH[L]PJPUP[`
HUK[OLYLMVYLSPTP[LK[OLUL[^VYRH[[OLZHTL[PTLL_WHUKZÅL_PIS`!P[PZIHZLKVUTVIPSLTLKPHYPKPUN[OYV\NO[OL
subway system of a whole city; mesh networks and related mobile ad-hoc networks are continuously self-generating 
^P[OV\[HU` PUMYHZ[Y\J[\YL;OPZT\N PZTLHU[ [VVɈLYHUHS[LYUH[P]L PU [OLULHY M\[\YLVM [OL:LU[PLU[*P[`“where 
HSSUL[^VYR[YHɉJPZTVUP[VYLKI`ZTHY[ÄS[LYZ^OLYLHJJLZZWYP]PSLNLZHYLK`UHTPJHSS`NYHU[LKHUKKLUPLKIHZLK
VU[OLÅ`VM`V\YJYLKP[JHYK[YHUZHJ[PVUOPZ[VY `HUK^OLYLIHUK^PK[O PZHM\UJ[PVUVM`V\YTHYRL[JHWP[HSPaH[PVUϮ
(Shepard, 2010: 116). In this case, the smart city reveals its dystopian dimension while the “dark network” becomes 
an emancipatory space of grassroots activism. 
The contingent community of daily commuters with their smart phones, which are normally used for distraction or 
extended work, is reinterpreted as a set of micro-cells in a liberated counter-web. This infrastructureless web thrives 
WHYHZP[PJHSS`IHZLKVU [OLVSKTH[LYPHSPU[LUZP]L PUMYHZ[Y\J[\YLVMTL[YVWVSP[HU [YHUZWVY[H[PVU 0[ZKPZSVJH[PUNLɈLJ[
is balanced by a locatedness of mobility that starts with the common focal points that the uncontrolled exchanged 
TLZZHNLZOH]LPU[OLPU[LYLZ[ZZOHYLKI`JP[PaLUZVM[OLZHTLJP[ `0UHKKP[PVUP[PZPU[LUZPÄLKHZ[OLUVKLZVM[OPZ
web are somehow humanized. We thus have both an aspect of embodiment and an object-turn, which has been 
X\HSPÄLKHZH M\Y[OLYZ[HNLVM SVJH[P]LHY[Z>P[O [OPZVIQLJ[[\YUHJJVYKPUN [V4HYJ;\[LYZ [OLHY[PZ[PJZ[YH[LNPLZ
move away from an absolute concept of proximity as implicated in the GPS technology: they now privilege a relational 
understanding of nearness (Tuters, 2011), which comes close to my idea of connectedness. 
5L[)HZLK6YPLU[H[PVUHUK[OL*P[`¶/HJRPUN.VVNSL4HWZ
So far, we have seen how a common connectivity of media and urban space can engender a new site relatedness 
VM\YIHUTLKPHHY[ 0U [OLWYVQLJ[Z MYVT)LYSPU HUK5L^@VYR P[^HZ [OLJVUZ[HU[ ÅV^VM QVITVIPSP[`^P[OPU [OL
megastructure of urban transportation that was interlocked with electronic communication supporting the working 
world as well as recreation. My last two examples envision the tools of net-based orientation itself as a correlate 
VM [VKH`»Z JP[` Z[Y\J[\YLZ VU H YLNPVUHS HUK NSVIHS ZJHSL 0U [OLTLKPHIHZLK WLYMVYTHUJL*HSS :JPVWLYV ÄN 
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which was part of the exhibition /HJRPUN[OL*P[` at Essen, orientation and mobility primarily serve as methods of 
investigation and additionally evoke an explicitly political idea of mobilization. With this project, the duo M+M (Marc 
Weis, Martin De Mattia) experimented with hacking or recoding standard web-based cartography in order to write an 
HS[LYUH[P]L]LYZPVUVM[OLOPZ[VY`VM[OL9\OYYLNPVU-PYZ[[OLPYYLZLHYJOHIV\[[OLHYLH»ZUL\YHSNPJWVPU[Z^HZKVUL
^P[OOLSWVM.VVNSL4HWZ/VɈTHUUSVJH[PUNUV[VUS`[OL^LSSRUV^UZWV[ZVM[OLOLYP[HNLVM[OLPUK\Z[YPHS
LYHZ\JOHZ[OL=PSSH2Y\WWI\[HSZV·TVYLKPɉJ\S[[VKL[LJ[·[OLOLHKVɉJLZVMYLJLU[YLNPVUHSWSH`LYZZ\JOHZ
[OL>(ATLKPHNYV\W,]VUPR0UK\Z[YPLZHUK[OL(3+0KPZJV\U[LY^OVZLIPSSPVUHPYLMV\UKLYZSP]LULHYI`"[OL`[O\Z
retraced hidden power coordinates. Then M+M wove this network by following their self-created heritage route using 
a navigation system. They drove up in front of these headquarters in a Fiat 600, thus re-enacting a famous scene in 
4PJOLSHUNLSV(U[VUPVUP˕ZTV]PL;OL9LK+LZLY[(1964). Whereas their strike call went largely unnoticed in situ, the 
idea was to complementarily implement videos of these performances back into Google Maps and link them to the 
relevant company address. The viral potential of web contents would have met the old idea of mobilizing the working 
class via megaphone if the control mechanisms of Google Maps had not expectedly prevented the unauthorized 
]PKLVZ;O\ZIV[OH[[LTW[Z[VTVIPSPaLHUKJVTT\UPJH[LWYV]LKM\[PSLHUKYLÅLJ[LKVU[OLSPTP[H[PVUZVMWVSP[PJHS
impact today. Nevertheless, this emblematic scene from an old movie shed light on the combative past as a forgotten 
VYL]LUYLWYLZZLK[YHKP[PVUVM[OLYLNPVUHUKVU[OLMHJ[[OH[P[PZSHJRPUNJVTWSL[LS`[VKH `([ÄYZ[NSHUJLYLZ[HNPUNH
fragment from ;OL9LK+LZLY[^ P[OOPZ[VYPJHSWYVWZ[OLVYPNPUHSÄSTTVUVSVN\LWHY[S`PU0[HSPHUI\[^ P[OPUHUHS[VNL[OLY
KPɈLYLU[JVU[L_[JH\ZLKHKLLWKPZJVUULJ[PVUMYVTWSHJLHUKW\ISPJ/V^L]LY[OPZKPZWSHJLTLU[HNHPUMV\UKP[Z
counterpart in a relocation: the movie scene acquired a new realism in the banal surroundings of contemporary head 
VɉJLZHUK\UKLY^LU[HZPNUPÄJHU[MVYTVMLTIVKPTLU[
Digital Media & The Urban (Art)
Fig. 4 - M+M (Marc Weis, Martin De Mattia): *HSS:JPVWLYV 2010, actions in public places, reconstructed Fiat 600, 
megaphones, two performers, Essen, 16th of July – 25th of September 2010, in the context of the exhibition /HJRPUN
[OL*P[`HUKÄSTZ[PSSMYVT;OL9LK+LZLY[0SKLZLY[VYVZZV0;- +!4PJOLSHUNLSV(U[VUPVUP¶IV[[VTSLM[
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*VUJS\ZPVU!;OL.LVZWH[PHS>LIHUK[OL9L[\YUVM=9
As *HSS:JPVWLYVZOV^Z[OPZRPUKVMYLSVJH[PVUPZUV[ZWLJPÄJHSS`YLZLY]LKMVYSVJH[P]LTLKPHHUKSVJH[P]LHY[Z:PTPSHYS `
the many-to-many paradigm of the latest forms of online communication can be anticipated by older media as we 
have seen with \YIHUFKPHY`. Their linkage to nodal spaces—such as city agglomerations but also transit spaces of 
TL[YVWVSP[HU[YHUZWVY[[OH[JHUHSZVM\UJ[PVUHZZP[LZ·VɈLYZ[LSSPUNTVKLSZMVY[OLJVU]LYNLUJLVMTLKPHHUK\YIHU
space. A last example is intended to check the thesis that today the virtual is inseparably rooted in physical space. 
In his media installation 4V]PUN*P[PLZ ÄN 4HYJ3LLL_[YHJ[Z\ZLYNLULYH[LK^LIJVU[LU[ MYVTZVJPHS
TLKPH·WOV[VZ]PKLVJSPWZHUK]LYIHSJVTTLU[HYPLZJVUJLYUPUNZWLJPÄJJP[PLZ3\[aHUK>LPILS! ;OL`
are projected in real time onto empty silhouettes of high-rise buildings, creating a virtual city that can be traversed 
with a head-mounted display. At the bottom of this display, Google Maps is inserted and used as a navigation tool for 
choosing another city and uploading new content. Unlike locative media, the geo-coded net contents are not used 
PU[OPZJHZLMVYHUUV[H[PUNYLHSZWHJL0UZ[LHK[OLKH[HZWOLYLPZHNHPUZ[HNLKHZH]PY[\HSZWHJLVMP[ZV^UJ\[VɈ
from the (factual) surroundings of the participant. Nevertheless, the simulated world receives feedback from the real 
one: after all, online navigation with a map is the standard tool that we use today for orientation in real topographies. 
4VYLV]LY4HYJ3LL»ZPUZ[HSSH[PVU[HRLZHJJV\U[VM[OLMHJ[[OH[[OLUL^N\PKPUNTVKLSVM[OLPU[LYUL[[\YUZV\[[VIL
NLVNYHWO `0UZ[LHKVMH¸˔^HZ[LSHUKVM\UÄS[LYLKKH[H»:[VSS  ϮP[WYLZLU[Z\Z^P[OH¸WO`ZPJHSS`JVU[L_[\HSPaLK
THWVMPUMVYTH[PVUϮ.VYKVUHUK:PS]H!4V]PUN*P[PLZ thus examines whether geo-indicated contents 
detached from the experience of real space can nevertheless evoke some kind of site-related experience. With its 
VɈLY[VZLSLJ[VULVMJP[PLZHUKHIY\W[S`Z^P[JOMYVTVUL[VHUV[OLYOV^L]LY[OPZRPUKVMTVIPSP[`OHZSP[[SL
in common with that of sedentary inhabitants, but rather reminds us of frequent travellers, tourists or even mere 
internet surfers. From this point of view, the geospatial web (Varnelis and Friedberg, 2008: 32–35) tends to take priority 
over the immediate physical environment and—in spite of all aspects of relocation—privileges a life predominantly 
transferred to the virtual sphere.
Thanks to the artists for permission to publish illustrations of their work, to Katharina Boje for her assistance with the 
bibliography and to Donald Goodwin for proofreading the English text.
Fig. 5 - Marc Lee:4V]PUN*P[PLZ Version 3, 2015, interactive installation based on internet- and telepresence, 
room 5x 5x 4m, oculus rift-glasses, 4 kinect-sensors, O[[W!THYJSLLPVLUTV]PUNJP[PLZZHTLI\[KPɈLYLU[]Y
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Abstract
¸;OH[^ OPJOHSSV^Z\Z[VZLL[OL[YP]PHS^ P[OPU[OLVɉJPHSS`PTWVY[HU[HUK[OLPTWVY[HU[^ P[OPU[OLVɉJPHSS`TLHUPUNSLZZ
is comic and stimulates laughter” (Marquard, 1989: 54). There is no doubt that many Street Art activities, small 
interventions in the existing public order, play just such a role—disrupting the hierarchy of importance, reversing 
VɉJPHSYLSH[PVUZMVYH^OPSL;O\Z:[YLL[(Y[L]HKLZZLYPV\Z[HZRZH[[YPI\[LK[V[OLHY[ZHUKPUHWLY]LYZL^H`YLHJOLZ
its objectives. Sometimes the goal is only pure enjoyment, but quite often also an attempt to release and remove bad 
emotions through laughter. Even the most socially and politically engaged Street Art usually wins when laughter is its 
only weapon. Without preaching and imposing a new order, it uncovers what we do not want or fear to see in public 
spaces. Ludic, naive, childishly simple forms of Street Art confound critics and art curators, disarm viewers, and 
transform strained expectation into nothing (Kant, 2007: 161). Perhaps that is why Street Art thrives in places of the 
TVZ[ZLYPV\ZJVUÅPJ[ZHUK[LUZPVUZ
2L`^VYKZ! 
Street Art, Odo Marquard, Humor, comical, Aesthetic values
Introduction
In 2014, a blogger who writes about city art asked me to make a short statement explaining what Street Art is for me. 
The blog is called (Y[PX\Land the statement I gave was as follows: 
“I am a theorist of art, so Street Art poses the biggest challenge for me. And up till now, with a great deal of 
WSLHZ\YL¶0OH]LILLUSVZPUNHNHPUZ[[OPZ[`WLVMHY[@V\JHUUV[JYLH[LHKLÄUP[PVUKPZ[PUN\PZONLUYLZ[YLUKZHUK
approaches or their representatives; it is impossible to create a trendy theory or to agree on common views. Street 
(Y[PZMVYTL[OLILZ[WYVVMVM[OL\UIYPKSLKPUZ[PUJ[VMJYLH[P]P[`[OH[KLÄLZHSSLK\JH[PVUHSTL[OVKZHUKH[[LTW[Z
at institutionalising. (…) I appreciate this kind of Street Art, in which I see spontaneity, sense of humor, insolence, 
KP]LYZP[ `\UWYL[LU[PV\ZULZZYLZWLJ[MVY[LJOUPX\LHUK^OPJOKVLZU»[WYLHJO¹(Korzeniewski, 2014)
(M[LY[^V`LHYZVMM\Y[OLYYLZLHYJO.YHSPǉZRH;VIVYLRHUK2HaPTPLYZRH1LYa`R0Z[PSSHNYLLTVYLVYSLZZ^P[O
what I said then, though the issue of institutionalization of Street Art is raising my doubts more and more. However, I 
^PZO[VWYLZLU[[OPZMLH[\YL^OPJOPZKPɉJ\S[[VUHTLHUK^OPJO0[YPLK[VJHW[\YL\ZPUNZVTLVM[OLILMVYLTLU[PVULK
terms. In my opinion of a theorist of art, what distinguishes Street Art from mainstream art is serenity.
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:LYLUP[`B/LP[LYRLP[D
This term can be attributed to philosophical considerations on (LZ[OL[PJZ HUK (UHLZ[OL[PJZ of Odo Marquard. 
Perceiving in philosophy a critique of reality, “passionate, sad and bitter knowledge” (Marquard, 1989: 48), he seeks in 
art a sanctuary for serenity. But not always, especially in the twentieth century, art has been serene. There is no doubt 
that the avant-garde, by becoming philosophy and art critique in one, and striving to merge with the reality, sided 
with seriousness. “If seriousness comes into power, it banishes serenity” (Marquard 1989: 48), and there, where art is 
¸MVYIPKKLU[OPZZLYLUP[`[OYV\NOJYP[PX\LP[LTPNYH[LZ[VHZWLJPÄJHYLH[OH[PUHJVTWLUZH[VY`THUULYWYV[LJ[Z[OL
serenity (...), to comic art, the realm of humor and laughter.” (Marquard, 1989: 53) I do not want to suggest here that 
Street Art was in principle the art based on the aesthetic category of humor, I just want to show its aspect of serenity, 
which we—theorists—increasingly often try to banish from this type of art, imposing seriousness.
:VTL[OPUN[YP]PHSPUZVTL[OPUNPTWVY[HU[
Many examples of more or less known Street Art works are based on the principle of humor, which Marquard aptly 
described: 
¸^OH[ Z[PT\SH[LZ SH\NO[LY PZ [OH[ ^OPJO HSSV^Z [V ZLL ZVTL[OPUN [YP]PHS PU ZVTL[OPUN VɉJPHSS` YLJVNUPZLK HZ
PTWVY[HU[HUK[VZLLZVTL[OPUNPTWVY[HU[PUZVTL[OPUNVɉJPHSS`TLHUPUNSLZZ¹(Marquard, 1989: 54)
/V^THU`YVHKZPNUZOH]LHSYLHK`ILLUTHKLPU[VZ[VYPLZMYVT[OLSPMLVMISHJRZ[PJRÄN\YLZ&,ZWLJPHSS`WYVOPIP[VY`
[YHɉJZPNUZOH]LILJVTLHÄLSKMVYQV`M\SHUKTVJRPUNHJ[P]P[PLZWYVIHIS`ILJH\ZLVM[OLPYTVZ[JH[LNVYPJHSVYPNPUHS
meaning and the ease of transformation of this simple form. The works of Jenkins, Clet or Dan Witz make you laugh 
because they change that which is important, functional, and creates order into something trivial. At the same time, 
they turn something straightforward and anesthetic for us into an ambiguous, narrative representation, which has 
no function apart from this particular one—to disarm functionality and seriousness. It is also very important for the 
signs to remain in their original place and continue to bear the marks of their original function in order for the humor 
to work. We can be amused by continually found on the internet photographs or collected, specially made, signs 
or reproductions of those signs that can be purchased like any merchandise in a gift shop. In this case, though, the 
comic aspect of surprise does not exist; there is no direct experience of this humor. This means it does not meet the 
principle of incongruity, “it is the perception of something incongruous—something that violates our mental patterns 
and expectations” (Morreal, 2012). This happens when, for example, the artist nicknamed Roadsworth transforms road 
lines and pedestrian cross walks into ornamental vines or zippers. Of course we can talk about a subversive action, 
deregulation, and criticism of overwhelming attempts to organize the reality according to rules that are imposed on us 
L_[LYUHSS `/V^L]LY[OLÄYZ[HUKWYPTHY`YLHJ[PVUVM[OLWHZZLYI`·[OLYLJPWPLU[·PZKPZILSPLMHUK[OLUHZTPSL;OL
[YHUZMVYTLKWYVOPIP[VY`VYTHUKH[VY`[YHɉJZPNUILJVTLZMVY\ZZVTL[OPUN[YP]PHS(Y[PZUV[HISL[VSPM[[OLWYVOPIP[PVU
but can make it shortly powerless.
“His intention was to disrupt the regulated code of the city streets not to cause harm, but instead to play with 
the images, to re-employ them in such a way as to communicate something abstract and humorous rather than 
something regulative, cold and calculative.” (Murray, 2014: 62). 
This statement provides us with an important clue. The artist perceives something that is important to us (backed 
by the law), which has an unambiguous meaning, only as an image. Seeing the image—the form—he transforms it 
with the use of his imagination and allows us to see the play of images. This way, he frees the original image and us, 
75
Urban Art: Creating the Urban with Art
viewers, from seriousness. At least for a moment. In addition, admittedly, seeing such a sign turned into a story, we 
wonder if it is still in force as a prohibition.
:VTL[OPUNPTWVY[HU[PUZVTL[OPUN[YP]PHS
9L[\YUPUN[V4HYX\HYK»ZKLÄUP[PVUVMO\TVY^LT\Z[YLTLTILYHIV\[[OLYL]LYZLTL[OVK·HIV\[ZLLPUNZVTL[OPUN
important in something trivial. Street Artists, like children, have the uncanny ability of noticing small things and 
turning them into something meaningful, important or interesting. A stone, a gap in the wall, or a simple electrical box 
becomes something exciting and full of potential. That is how Street Artists work creating works that are often called 
PU[LY]LU[PVUZ6MJV\YZL[YHUZMVYTPUNH[\M[VMNYHZZPU[VOHPYHUKHN\[[LYPU[VHULSLWOHU[»Z[Y\URKVLZUV[JVUZ[P[\[L
HUPTWVY[HU[JOHUNL0[KVLZUV[\UKLYTPULHU`[OPUNVYJSHPT[VZH]L[OL^VYSKHUK[OH[PZ^OLYL[OLZLSÅLZZULZZ
VM[OLHLZ[OL[PJL_WLYPLUJLVMO\TVYSPLZ;OPZPZVUS`HÅP[[PUNTVTLU[VMH[[LU[PVUILPUNKYH^UI`ZVTL[OPUN[YP]PHS
something that was completely excluded from our life and worldview. Laughter is inclusive in its nature by including 
what has been repressed by our mind, excluded from rationality. Therefore, when the artist in a comical way makes a 
trivial, damaged or degraded object stand out, through laughter we embrace it; welcome it back to the world.
0UMHU[PSPaH[PVU
Street Art does not have to be complicated, sophisticated, and professional. It often seems childish, almost infantile, 
HUKPU[OLJVU[L_[VMHUVU`TP[`Z[PSSL_PZ[PUNPU:[YLL[(Y[P[PZVM[LUKPɉJ\S[[VKPZ[PUN\PZO^OH[PZ[OL^VYRVMHUHK\S[
HUK^OH[^HZTHKLI`HJOPSK»ZOHUK3PNO[OLHY[LKULZZHUKJOPSKPZOULZZHYLWHY[VM[OLZLYLUP[`VM:[YLL[(Y[;OL
very activity—guerilla, illegal—may be considered immature and frivolous. If the democratic nature of this type of art 
lies in the fact that “anyone can do it” (Young, 2014: 27), this relieves the democracy from the burden of maturity. 
6MJV\YZL^LJHUJHSSP[PUMHU[PSLHS[OV\NOP[T\Z[ILUV[LK[OH[[OPZ^VYKPZ\Z\HSS`\ZLKUV[[VKLÄUL[OLUH[\YHS
childishness, but retrogression of what had been mature. For a long time, at least from the beginning of the twentieth 
century, artists have stopped being treated deadly serious:
“Were art to redeem man, it could do so only by saving him from the seriousness of life and restoring him to 
an unexpected boyishness (…) All modern art begins to appear comprehensible and in a way great when it is 
interpreted as an attempt to instill youthfulness into an ancient world.” (Ortega y Gasset, 1968: 50)
Of course, over time the avant-garde became more serious due to its theoretical and critical attitude, which is the 
phenomenon of banishing the serenity of art that I will mention further. Marquard argues that nowadays in the era of 
accelerated pace; we all become childish through detachment from the world (Marquard, 1991: 75–76). As in the case 
of children, we increasingly lack personal experience and only make use of the experience of hearsay, we live based 
VUÄJ[PVUHUKPSS\ZPVUZ7LYOHWZ:[YLL[(Y[^P[OP[ZYPZRZHUKPSSLNHSP[`PZQ\Z[YL[\YU[V[OL^VYSKHZLHYJOMVYV\YV^U
experience?
3. Game
Ortega y Gasset meant the avant-garde when he said:
“Other styles must be interpreted in connection with dramatic social or political movements or with profound 
religious philosophical currents. The new style only asks to be linked to the triumph of sports and games. It is of 
the kind and origin with them.” (Ortega y Gasset, 1968: 50–51)
(ɈLJ[7LYMVYTHUJL
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,]LU[VKH `HM[LYTVYL[OHU ` LHYZÄYZ[W\ISPZOLKPU [OPZX\V[LJHUIL\ZLK[VHUHS`aL:[YLL[(Y[,ZWLJPHSS `0
would like to recall 3D images evoking a playful gaiety or anamorphoses painted with the use of the traditional technique. 
Illusions of space that nowadays become tourist attractions are primarily there to surprise, and hence entertain. What 
PZO\TVYPMUV[[OL^H`^LWLYJLP]L[OLZLYLWYLZLU[H[PVUZ&7LYOHWZ[OLKLÄUP[PVUVMSH\NO[LYWYLZLU[LKI`0TTHU\LS
Kant best explains it “Laughter is an all action arising from a strained expectation being suddenly reduced to nothing” 
(Kant, 2007: 161). If from a certain distance, we see precipices, waterfalls, or multi-level dungeons opening up before 
us, we are surprised. Our surprise is associated with tension. Approaching closer, we see that this is only a painting. 
The wait turns into nothing, but is followed by ludic fun. Like other play activities, it sometimes takes the form that 
would not be mistaken for serious activity (Morreal, 2012). The viewer ceases to be just a passive observer, but is 
caught up in the game, becomes its participant. The viewer usually enters the painting as another element of illusion, 
HKVW[PUN\UUH[\YHSWVZLZWYL[LUKPUNJOLH[PUN+WHPU[PUNZHYLWLYOHWZ[OLM\SÄSTLU[VM[OL[OLVY`VMHY[HZHNHTL
presented by Hans-Georg Gadamer:
“The attraction of a game, the fascination it exerts, consists precisely in the fact that the game masters the players. 
(…) The real subject of the game (…) is not the player but instead the game itself. What holds the player in its spell, 
draws him into play, and keeps him there is the game itself.” (Gadamer, 2004: 106) 
Gadamer points out that the game is a representation that actually presents itself. Illusion of space presents itself as a 
trick, and the participant that ¸ THRLZP[YLHS¹PZVUS`HUV[OLYLSLTLU[>OH[»ZTVYL[OLWHY[PJPWHU[VM[OLHUHTVYWOVZPZ
presents it for others, for people photographing this person, for its inactive recipients. This person agrees to this 
game for a while, pretending to be someone else, leaving the usual role of observer to present this trick to others. 
0UMHJ[[OLWLYZVU»ZILOH]PVYPZQ\Z[PÄLKVUS`I`[OPZPSS\ZPVUWLYJLP]LKI`[OL]PL^LYZL[PU[OLYPNO[WSHJL6[OLYZ
unaware passers-by, may laugh not because they recognize the trick, but because of the surprise caused by an odd 
behavior of a stranger. This is its ludic nature—the participant goes beyond the conventions of behavior in the public 
space, co-creating the quasi-reality, is subjected to its rules, and serves the illusion. Moreover, as Gadamer points 
out, participation in the game “is experienced subjectively as relaxation” (Gadamer, 2004: 105). Fun brings pleasure, 
although in this case it is burdened by a big dose of risk connected with breaking the established form of behavior. 
3H\NO[LYIYPUNZYLSPLM
“Humorous is or has to be something which we cannot cope with – in a cruel or nice way (…) in this temporary 
situation of lack of burden, we enjoy the privilege of taking on the status of powerlessness.”(Marquard, 1989: 55)
Usually, economic and political crises evoke ironic defense mechanisms. Everywhere where a crisis is growing, 
humorous commentary also appears on walls. Political humor has the longest tradition in Western civilization, as well 
HZWVSP[PJHSNYHɉ[P
¸7VSP[PJHSO\TVYOHZZVTL[OPUNVMHMVSRUH[\YLHUK[OLZHTLZ[VY`^PSSHWWLHYPUKPɈLYLU[N\PZLZ^P[OKPɈLYLU[
characters but the same point over the years. It is a testimony of certain enduring features of politics to continue 
to the object of ridicule or aggressive humor.”(Schutz, 1977:26)
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>OL[OLYPU([OLUZVY7HSLZ[PUL)LSMHZ[0Z[HUI\SVY*HPYV`V\JHUHS^H`ZÄUKTVJRPUNHUKO\TVYV\Z^VYRZHTVUN
politically engaged works of Street Art. Those are often caricatured presentations of politicians that is why they 
JHUILYLHKHZM\UU`VUS`PU[OLSVJHSHUK[PTLJVU[L_[7VSP[PJHSHSS\ZPVUZ\Z\HSS`KPɉJ\S[[VNYHZWJSLHYS `ZH]L\Z
L_WLUKP[\YLZULJLZZHY`MVYYLHSJVSSPZPVU^P[OVɉJPHSYLSH[PVUZ4HYX\HYK  !;OLÄNO[^P[O[OL\ZLVMPTHNLZ
and inscriptions, or jokes, has no chance of victory in the political reality, but it gives instantaneous relief, by putting it 
[LTWVYHYPS`\WZPKLKV^U;OYV^PUNÅV^LYZPUZ[LHKVMZ[VULZ^PSSUV[JH\ZLHZ\KKLUJOHUNLI\[PU[OLM\[\YL^OLU
[OPZJOHUNLVJJ\YZPUOPZ[VYPJHSHUKJ\S[\YHSYLÅLJ[PVUZ[OVZLPTHNLZ^PSSILJVTLP[ZTHPUZ`TIVS
During the rule of martial law in the 1980s in Poland, apart from the strictly political underground opposition, a strong 
youth guerilla movement developed. The most spectacular were happenings organized by students participating in 
the underground anarchic movement called 6YHUNL(S[LYUH[P]L. In places where authorities painted over political 
inscriptions, clear patches of fresh paint remained. On those patches, representatives of 6YHUNL(S[LYUH[P]L painted 
the dwarfs.
“Twice Major and his friends were arrested while painting dwarfs. During one of these times Major while detained 
H[HWVSPJLZ[H[PVUPUè}KǍWYVJSHPTLK¯HY[PZ[PJTHUPMLZ[VVM[OLZVJHSSLK¸KPHSLJ[PJWHPU[PUN¹PUYLMLYLUJL[V
OPZV^UNYHɉ[PHY[¸;OL;OLZPZPZ[OLBHU[PYLNPTLD:SVNHU[OL(U[P[OLZPZPZ[OL:WV[HUK[OL:`U[OLZPZPZ[OL
+^HYM¹OLHUUV\UJLKM\Y[OLYTVYLKLÄUPUNOPTZLSM[VIL[OLNYLH[LZ[Z\JJLZZVYPU[OL/LNLSHUK4HY_[YHKP[PVU
- „Quantity evolves into Quality – the more Dwarfs there are, the better it is.” (orangealternativemuseum.pl)
Happenings of 6YHUNL(S[LYUH[P]L were full of absurd actions. To this day, many participants of this movement, and even 
scholars, claim that it was the alternative movement, not the political opposition that dismantled the communist system 
PU7VSHUK:[YLL[PTHNLZ^VU[OL^HYMVY[OLTLTVY `LZWLJPHSS`ZPUJL[OL`ILJHTL[OLZV\YJLVMHUL^^H]LVMNYHɉ[P
HUK:[YLL[(Y[PUMYLL7VSHUK0U[OVZLKPɉJ\S[[PTLZMVY[OL7VSLZO\TVYV\ZPUZJYPW[PVUZHUKPTHNLZ[OV\NOLWOLTLYHS
allowed to maintain at least some serenity. 
Conclusion
The art critique is dangerous for serenity of art, because critics blame it for escape
“from that absolutely serious task which - (...) it must not shrink: from the alleged and total duty to turn sad relations 
into better ones, the best ones, hence seek to contribute to the improvement of the world.” (Marquard, 1989: 51)
The critique wishes to call art back to seriousness, make it accountable, drive out the spirit of serenity with a distrustful 
question what its relationship to this absolute task is (Marquard, 1989: 51). Indeed, a large part of Street Art manifests 
its commitment to improving the world and itself becomes its critique. If Street Art does so in a witty way, we are 
KLHSPUN^P[OPYVU`HUKZH[PYL(Y[PZ[Z[HRPUN[OLZH[PYPJHSH[[P[\KLJVUZPZ[LU[S`HUK\UJVTWYVTPZPUNS`ÄNO[^P[O^OH[
they deem wrong. Ironists from a distance and with a sense of their own superiority negatively relate to the objects 
of their criticism. Apart from them, there are also more serene ones in Street Art, those that can be called humorists. 
Polish novelist Boleslaw Prus described this attitude as follows: 
(ɈLJ[7LYMVYTHUJL
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“A humorist, in a grand style, does not try to gain anything, does not convert anyone and does not submit to 
anyone, instead watches everyone and everything with indulgent calm. A humorist, in a grand style, does not 
recognise any dogma, does not think that something is necessary or impossible, just probable...” (Prus, 1890).
The main objective of a humorist is to evoke our smile, which is a manifestation of acceptance. Even if the artist is 
trying to be rather a humorist than a satirist, often art specialists or public space experts, seeing in this art a rebellion, 
^OPJO[OL`JHUUV[[HRL\W[OLTZLS]LZZ[YPWP[VɈP[ZZLYLUP[ `>LULLKHYLHSS`NYLH[ZLUZLVMO\TVYHUKJVTWHZZPVU
for the world to escape propaganda or critique meeting the requirements of art. We should remember, that analysis 
PZ[OLTVZ[KLHKS`[OPUNMVYO\TVY0JHU»[ZH`[OH[0OH]LMV\UKPUZLYLUP[`[OLLZZLUJLVM:[YLL[(Y[<UMVY[\UH[LS `
serenity remains only a small part of Street Art, which we should enjoy, at the same time being careful not to frighten 
and chase it away.
Translated by Marta Koniarek
Fig. 1 - Clet, London, 2017, photo: A.G.-T.
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Fig. 2 - author unknown, London 2017, photo: A.G.-T.
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9LMLYLUJLZ
   +^HYM NYHɉ[P VU [OL ^HSSZ VM [OL
Polish cities during Marshall Law, O[[W!^^ ^
orangealternativemuseum.pl
K^HYMZ\UKLYTHY[PHSSH ,^ 
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Abstract
;OPZWHWLYVɈLYZHUPUP[PHSYLZWVUZL[V[OLJVTTVUMYHTPUNVMZ[YLL[HY[HUKNYHɉ[PHZHMVYTVMJYLH[P]LL_WYLZZPVU
that does not always translate well when removed from its indigenous urban context and placed in institutional gallery 
space. This framing is grounded in the apparent lack of correspondence between decontextualized works of urban 
HY[HUK[OLZP[LZWLJPÄJZPNUPÄJH[PVUVMZ[YLL[HY[HUKNYHɉ[P PUZP[\^OPJOPU]VRLZHWOLUVTLUVSVNPJHSS`WV^LYM\S
element of risk by recalling a dynamic creative performance. As RJ Rushmore notes, work on the street “is a kind of 
documentation of […] a performance. Writers have to climb fences, repel down buildings, and break the law in highly 
visible places without being seen” (Rushmore, 2017). Accordingly, this paper argues for a greater priority to be given 
[VHTVKLVMKPZWSH`PUN^VYRPUNHSSLY`ZWHJL[OH[TVYLLɈLJ[P]LS`JVU]L`Z[OPZ]P[HSLSLTLU[VMPSSPJP[WLYMVYTH[P]P[`·
HY[PZ[Z»]PKLVKVJ\TLU[H[PVUVM[OLPYJYLH[P]LWYVJLZZHZWLYMVYTHUJL-V\YHY[PZ[Z»]PKLVZHYLKLZJYPILKOLYLHZJHZL
studies that illustrate the subversive promise of this alternative approach to the rendering of street art in institutional 
contexts. Such documents are seldom subject to scholarly analysis nor displayed as works in their own right in formal 
art spaces, perhaps as they are not marketable in the same way as physical paintings or prints, however more recently 
HY[PZ[Z»]PKLVZOH]LILLUPUJS\KLKPUZVTLT\ZL\TZOV^ZHZHKKP[PVUHSJ\S[\YHSHY[LMHJ[ZVYZ\WWSLTLU[Z[VTVYL
conventional works of urban art.
1. Introduction
;OL WYVJLZZ [OYV\NO^OPJO BZ[YLL[D HY[PZ[Z WYVK\JL [OLPY B¯D HY[LMHJ[Z PZ J\Z[VTHYPS` JVUZPKLYLK B¯D [V IL HZ
PTWVY[HU[HULSLTLU[VM[OLV]LYHSSWYHJ[PJLHZP[ZYLZ\S[HU[YLZPK\HSYLTHPUZB¯D[OLLWOLTLYHSWLYMVYTHUJLBPZD
WHYHTV\U[HTVYL]P[HSLɉJHJPV\ZLSLTLU[VM[OLHLZ[OL[PJ[OHU[OLÄUHSPTHNLPUP[ZLSM:JOHJ[LY!
0[PZJVTTVUMVYNYHɉ[PHUKZ[YLL[HY[[VILKLÄULKHZM\UKHTLU[HSS`IV[OHUHJ[HUKHUHLZ[OL[PJ^P[OYLMLYLUJL[V
some kind of dynamic creative performance as the powerful source of the resultant work. However, the institutionalized 
KPZWSH`VM\YIHUHY[OHZILLUJYP[PX\LKMVYP[ZPUHIPSP[`[VLɈLJ[P]LS`JHW[\YL[OPZ]P[HSHUKMV\UKH[PVUHSJYLH[P]LHJ[
(Chang, 2013). Indeed, Riggle (2010: 254) notes that “what is exhibited in the museum is at most a vestige of street art 
[and that] the experience of seeing street art in designated art spaces […] invariably feels dead and inauthentic.” Less 
trenchant critics concur that, at the very least, displacing work from the street to the gallery diminishes its aesthetic 
power and can fundamentally alter its meaning (e. g. Young, 2015; Chang, 2013).
The currently dominant forms of institutionalised exhibition and display of urban art—in the form of sellable 
reproductions, limited edition prints, or other versions of work that may or may not have existed in some form, on city 
walls—have been dismissed by some critics as being “inauthentic”—and as falling short of capturing the “streetness” 
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of street art (Riggle, 2010).10UKLLK[OLYLHYLHU\TILYVMKPZ[PUJ[P]LHZWLJ[ZVM[OPZZ[YLL[ULZZ[OH[HWWLHYKPɉJ\S[·
if not impossible—to (re)capture in formal gallery space. Foremost amongst these is the status of the artwork, by 
its very presentation as such in a “respectable” institutional space, as a complete and contained object, worthy of 
conservation and appreciation—and thus as no longer a dynamic (and often illicit) element in ephemeral dialogue with 
HUHIQLJ[HUK\UWYLKPJ[HISL\YIHULU]PYVUTLU[4HJ+V^HSSOHZHYN\LK[OH[HKLÄUPUNMLH[\YLVMZ[YLL[HY[^OLUPU
ZP[\PZ[OH[P[PZ¸WLYTHULU[S`\UÄUPZOLK¹HUK[OH[HJJVYKPUNS `^VYRZVMZ[YLL[HY[ZOV\SKUV[ILJVUZPKLYLKHZ[OL
ZPUN\SHYWYVK\J[VMPUKP]PK\HSHY[PZ[ZI\[YH[OLYHZ¸\UZ[HISLHUKWLYTHULU[S`\UÄUPZOLKVIQLJ[BZDZ\IQLJ[[VIV[O
material decay and erasure and to semantic refashioning as the artworks and urban fabric change” (MacDowall, 2014: 
36). 
Despite these charges of inauthenticity in representation, and of the absence of streetness in contemporary urban art 
exhibitions, gallery shows featuring urban art remain popular and well-attended, perhaps in part as they appear to 
contain a residue of connection to the phenomenology of risk and the “wild” creative energy of work from the street. 
The question that remains, is then, how else could we represent street art in gallery space? Might there be a mode 
of exhibition that is less vulnerable to accusations of inauthenticity and lack of streetness? That is, is there a form of 
KPZWSH`VYKVJ\TLU[H[PVU[OH[JV\SKVWLYH[L[V¸IYPUN[OPZ^VYRIHJR[VSPML¹HUK[OH[TPNO[JHW[\YLTVYLLɈLJ[P]LS`
its distinctive, if ephemeral, phenomenological conditions of production (and destruction)?
=PKLVKVJ\TLU[H[PVUHZWLYMVYTHUJL
(Y[PZ[Z»HUK^YP[LYZ»]PKLVKVJ\TLU[H[PVUVMIV[O[OLPYJYLH[P]LWYVJLZZHUK[OLSPMLVM[OLPY^VYRZVU[OLZ[YLL[HYL
PKLHSYLZV\YJLZMVYYLHJ[P]H[PUN[OLZ[YLL[ULZZVMZ[YLL[HY[HUKNYHɉ[P9H[OLY[OHUWYLZLU[PUNZ[YLL[HY[HZMYHTLK
HUKÄUPZOLK^ VYRZVM\YIHUHY[Z\JOÄSTZVWLYH[LHZWLYMVYTH[P]LKVJ\TLU[Z[OH[HUPTH[L[OL\Z\HSS`YPZR `PU]PZPISL
and ephemeral conditions of production of street art, or what Schacter (2015: 204) has called “a sense of corporal 
PSSPJP[ULZZ¹·VɈLYPUNHYHYLPUZPNO[PU[V[OLK`UHTPZTVM[OLZL^VYRZPU\YIHUZP[\
:[YLL[HY[PZ[Z»WYVJLZZ]PKLVZHYLUV[Q\Z[KVJ\TLU[Z[OH[YL]LHSHUVYPNPUHSWYVJLZZVMH\[OLU[PJJYLH[PVU0[TH`
be argued that street art, as an ephemeral, performative art form, needs documentation as proof that it existed; and 
conversely, that this documentation (whether in the form of photographic stills of the kind often disseminated on 
social media, or in the form of moving images) in turn needs the original creative act to have occurred, and the original 
artwork to have existed (however momentarily) as an ontological anchor of its indexicality (Auslander, 1999). However, 
[OLWV^LYVMHY[PZ[Z»WYVJLZZ]PKLVZKVLZUV[KLYP]LTLYLS`MYVT[OLPYM\UJ[PVUHZHUPUKL_PJHSHJJLZZWVPU[[VWHZ[
events in-the-world. Indeed, the creative performances they depict may or may not have even happened in actuality 
or real-time. 
(Y[PZ[Z»]PKLVKVJ\TLU[ZZOV\SK[O\ZILYLNHYKLKHZWLYMVYTHUJLZPU[OLPYV^UYPNO[;OH[PZ[OLPYH\[OVYP[`PZUV[
merely ontological and documentary, though this is certainly part of their power. Rather, their aesthetic impact is 
M\UKHTLU[HSS`WOLUVTLUVSVNPJHS;OL`VɈLY\ZWYLZLUJLPUHIZLU[PH·^LKVUV[ULLKOH]L[VOH]L^P[ULZZLK[OL
original events they depict in order to share in their aesthetic experience. Such illicit creative acts are unlikely to have 
had any public audience in any case, as they are usually carried out furtively, under cover of darkness (or at least, this 
is how we have been encouraged to imagine the creation of street art). 
1 - Mural festivals have been similarly critiqued. Here work is painted on city walls, but the conditions of production (with the 
WLYTPZZPVUVMH\[OVYP[PLZWHPU[PUNVWLUS`I`KH `YH[OLY[OHUZLJYL[S`I`UPNO[HYLHJJ\ZLKVMUV[ILPUNºZWVU[HULV\Z»VYPU]VS]PUN
any risk to the artist.
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-V\YHY[PZ[Z»]PKLVZHYLKPZJ\ZZLKOLYLPUVYKLY[VPSS\Z[YH[L[OLWV[LU[PHSVM[OPZMVYTVMKVJ\TLU[H[PVUHZWLYMVYTHUJL
[VYLHUPTH[LNYHɉ[PHUKZ[YLL[HY[PUNHSSLY`ZWHJL0[ZOV\SKILUV[LK[OH[[OLZLSLJ[PVUVMQ\Z[MV\YHY[PZ[Z»]PKLVZ
YLWYLZLU[ZVUS`HWHY[PHSV]LY]PL^VM[OL^ PKLYHUNLVMH]HPSHISLHY[PZ[Z»]PKLVKVJ\TLU[H[PVUPUJPYJ\SH[PVUWHY[PJ\SHYS`
online. For instance, Brooklyn Street Art (which has a readership of two million) provides regular links to the growing 
body of street art videos, as part of its popular Film Friday feature. The decision to discuss just this restricted sample 
of videos here is primarily based on a desire to cover a few examples in depth, rather than to gloss many examples 
PU WYtJPZ ZV HZ [V PUP[PH[L H WYLSPTPUHY` KPZJ\ZZPVU VM ZVTL WYV]VJH[P]L LSLTLU[Z VM HY[PZ[Z» KVJ\TLU[H[PVUHZ
performance and process-based art.
;OL]PKLVZZLSLJ[LKHZJHZLZ[\KPLZMVYKPZJ\ZZPVUHYL!5<.»Z ;LYYP[VYPHS7PZZPUNZ")3<»Z4\[V"46):;9»Z
(2016) 7YVNYLZZPVUZ"HUK4646»Z4HUOH[[HU;HN;OLZLLHJOPU]VRLRL`HZWLJ[ZVM[OLZ[YLL[ULZZVMNYHɉ[P
and street art, including its visceral and heightened “wild” performativity; its reputation as an abject and grotesque 
MVYTVM [LYYP[VY`THYRPUNHUKHZHU PUKL_VM PTTPULU[ ¸ZVJPHSIYLHRKV^U¹¶`L[HSZVHZHZPNUPÄLYVM PTWLUKPUN
NLU[YPÄJH[PVUHUKZVJPHSKPZWSHJLTLU["P[ZJHWHJP[`[VZWVU[HULV\ZS`LUNHNLJP[PaLUZPU\YIHUWSH`HUKVYWVSP[PJZ"HUK
the teeming socio-visual life of city walls when viewed over time. 
)3<HUK4646»Z]PKLV^ VYROH]LILLUWYL]PV\ZS`JV]LYLKPUHU\TILYVMOPNOWYVÄSLW\ISPJH[PVUZLN9PNNSL"
@V\UNHUKHYLHZZ\JOWLYOHWZHSTVZ[VISPNH[VY`PUJS\ZPVUZPUHU`YL]PL^VMHY[PZ[Z»]PKLVKVJ\TLU[H[PVU
/V^L]LY[OLZLHY[PZ[Z»]PKLVZHYLVYKPUHYPS`YLMLYYLK[VHZHZ\WWSLTLU[HSPUKL_[V[OLPYWO`ZPJHSZ[YLL[IHZLK^VYR
HUKHYLSLZZJVTTVUS`KPZJ\ZZLKHZWYPTHY`^VYRZPU[OLPYV^UYPNO[;O\ZP[ZLLTZQ\Z[PÄHISL[V[HRLHJSVZLYSVVR
H[[OLZLWPLJLZVU[OLPYV^UTLYP[ZHZWLYMVYTH[P]LKVJ\TLU[Z[OH[WV^LYM\SS`HUPTH[L[OLSPMLVM[OLZLHY[PZ[Z»^VYR
VU[OLZ[YLL[5<.»Z^VYROHZHZPTPSHYS`OPNOWYVÄSLHZHJVU[YV]LYZPHS^VYRVMNYHɉ[P]PKLVHY[I\[[OPZPZ[OLJHZL
primarily in Nordic contexts – here a wider dissemination, and more detailed discussion may prove fruitful, particularly 
HZ[OPZ^ VYRZVWV^LYM\SS`JVU]L`ZHULSLTLU[VM[OL^ PSKWOLUVTLUVSVN`HUKJVYWVYHSPSSPJP[ULZZVMNYHɉ[P[OH[LS\KLZ
gallery space.2-PUHSS `P[ZOV\SKILUV[LK[OH[46):;9»Z^VYRPZPUJS\KLKPU[OPZYL]PL^KLZWP[L[OLMHJ[[OH[P[KVLZ
not technically qualify as video art, as his Progressions are currently only accessible as an unfolding online series 
VM [PTLSHWZLWOV[VNYHWOZ ;OL PUJS\ZPVUVM46):;9»Z^VYR OLYL YLÅLJ[Z [OLT\S[PTVKHS WSH`VM JVU[LTWVYHY`
]PL^LYZ»PU[LYHJ[PVUZ^P[OZ[YLL[HY[IL[^LLU\YIHUHUK]PY[\HSZWHJL
;OLZLX\LUJLVM^VYRZKPZJ\ZZLKPZUV[JOYVUVSVNPJHS9H[OLY[OLVYKLYVMKPZJ\ZZPVUYLÅLJ[ZHJ\YH[VYPHSPU[LU[PVU[V
JV]LYHKP]LYZLYHUNLVMWV[LU[PHSHLZ[OL[PJHUKHɈLJ[P]LYLZWVUZLZMYVT[OLJOHV[PJHSS`HUKKPZY\W[P]LS`WLYMVYTH[P]L
(NUG) to the grotesque and abject (BLU) to the playful and inclusive (MOBSTR and MOMO) and a variety of temporal 
TVKLZ¶MYVT[OLHWWHYLU[¸YLHS[PTL¹VM5<.»Z\YNLU[WLYMVYTHUJL[V[OLYHKPJHSJVTWYLZZPVUVM[PTLMV\UKPU)3<
HUK46):;9»Z^VYR;OPZVYKLYHSZVYLÅLJ[Z[OLKPɈLYLU[PHSWYPVYP[`WSHJLKI`[OLZLHY[PZ[ZVU[OLYVSLWYLZLUJLHUK
LUNHNLTLU[VM[OL\YIHUJP[PaLU^OPJOPU[\YULɈLJ[Z[OLWVZP[PVUPUNVM[OL]PL^LY;OLHLZ[OL[PJPTWHJ[VM[OLZL
HY[PZ[Z»]PKLVZVɈLYZ\ZHKP]LYZP[`VMMVYTZVMWYLZLUJLPUHIZLU[PHZVTLHWWHYLU[S`]LYPKPJHSHUKZVTLYHKPJHSS`
impossible, in actuality.
2 - My thanks to Jacob Kimvall and Erik Hannerz for bringing this work to my attention.
(ɈLJ[7LYMVYTHUJL
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5<.;,990;690(370::05.: 
;LYYP[VYPHS7PZZPUNZ (2009) by Swedish urban artist NUG is a video-installation that generated considerable controversy 
in Stockholm when it was released. ;LYYP[VYPHS7PZZPUNZwas displayed at the Market Art Fair in Stockholm alongside 
precious antiques. The Market Art Fair is a prestigious Nordic fair for contemporary art and represents leading galleries 
from Sweden, Norway, Denmark, Iceland and Finland. After viewing the work, Lena Adelsohn Liljeroth, the Swedish 
4PUPZ[LYMVY*\S[\YLKLJSHYLK[OH[P[^HZ¸PUJYLKPIS`WYV]VJH[P]L.YHɉ[PPZPSSLNHSI`P[Z]LY`UH[\YL;OPZPZUV[HY[¹
(Svantesson, 2009 cited in Kimvall, 2013). Her statement spurred a heated public debate of the status of the work as 
art, and in consequence, ;LYYP[VYPHS7PZZPUNZ was removed from the art fair.
;LYYP[VYPHS7PZZPUNZ is a black and white video, with a shaky frame implying a handheld documentary camera-in-action. 
;OLÄST»ZISHJRHUK^OP[LTVUVJOYVTLPZHSZVHUPTWVY[HU[LSLTLU[VMP[ZNYP[[`¸YLHSP[`LɈLJ[¹(Z,YPJRZVU   !
98) has noted:
There is a sense of mere utility in black-and-white, which points to the idea that documentation is really only 
HZ\WWSLTLU[[VHWLYMVYTHUJL¯VM^OPJO[OLÄSTPZWYPTHYPS`HYLTPUKLY
;OL]PKLVZOV^ZHOVVKLKÄN\YLPUZPKLHZ\I^H`JHYLUNHNLKPUMYLUaPLKHIHUKVULKZWYH`WHPU[PUNVM[OLJHYYPHNL
before smashing a window and diving out of the train onto the platform. This video appears to document a wanton 
Fig. 1 - Territorial Pissings photo: ©NUG 2009.
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HUK\UJVU[YVSSHISLHJ[VMNYHɉ[PHZ]HUKHSPZT·HUK[OPZPZJLY[HPUS`OV^[OL:^LKPZO4PUPZ[LYMVY*\S[\YLYLZWVUKLK
to it. However, the passengers sitting in the carriage remain calm, and seem disinterested in the abject visual carnage 
ILPUNPUÅPJ[LKVU[OLPU[LYPVY^HSSZVM[OL[YHPU0UJVU[YHZ[[V[OLKHTWLULKHɈLJ[VM[OLWHZZLUNLYZ^OVHYLWYLZLU[
I\[ZVTLOV^HIZLU[HUK\UHɈLJ[LKI`[OLZJLUL[OLHJ[PVUZVM[OLHY[PZ[HWWLHYWHY[PJ\SHYS`MYHU[PJHUKJOHV[PJI\[
also fundamentally dislocated from the quotidian urban reality of the oblivious passengers. 
;LYYP[VYPHS7PZZPUNZTHRLZ\UHTIPN\V\ZYLMLYLUJL[V[OLKPZJV\YZLVMNYHɉ[PHZHMVYTVMHIQLJ[[LYYP[VYPHSTHYRPUN
:\JOHLZ[OL[PJZVJPVTVYHSQ\KNLTLU[ZHYLIHZLKVUSVUNOLSKHZZVJPH[PVUZIL[^LLUNYHɉ[PHUKJYPTPUHSHJ[P]P[ `HZ
a visible index of social deprivation and urban decay, and as a form of abjection and territory marking akin to public 
\YPUH[PVUHZKPY[VYÄS[OVY¸TH[[LYV\[VMWSHJL¹+V\NSHZ!5<.»Z]PKLVJVUZ[Y\J[Z[OPZJYLH[P]LWYHJ[PJLHZ
HMVYTVM]PZJLYHS]HUKHSPZT·HOPNOLULYN`HUKPU[LUZLS`WLYMVYTH[P]LHJ[VɈLYPUN]PL^LYZHZLUZLVM[OLOLPNO[LULK
¸^PSK¹WOLUVTLUVSVN`VMNYHɉ[PHUKWLYOHWZHSZVHYLTPUKLYVM[OLPTWVY[HUJLVM[OLH[[YPI\[LZ^L]HS\LPUTVYL
respectable art historical moments such as Action Painting—that is, painting as an energetic, instinctual and dynamic 
act and a form of “unfettered personal expression” (Encyclopaedia Britannica, 2016).
(Z2PT]HSSUV[LZKLZWP[LP[ZKVJ\TLU[HY`HLZ[OL[PJHUKJSLHYHɈLJ[P]LHUKWVSP[PJHSPTWHJ[5<.»Z]PKLVPZ
\S[PTH[LS`HÄSTWYVK\JLKI`HUHY[ZJOVVSNYHK\H[LHUKL_OPIP[LKH[:^LKLU»ZTVZ[WYLZ[PNPV\ZHY[MHPY;LYYP[VYPHS
7PZZPUNZ]LY`LɈLJ[P]LS`PUKL_LZHUKHUPTH[LZ[OLHJ[VMNYHɉ[P^YP[PUN·^P[OHSSVMP[ZJYPTPUHSPZLKHZZVJPH[PVUZHZ
demonstrated by the reaction of the cultural minister, and the consequent withdrawal of the work from the art fair.
4. BLU 
MUTO (2008)
0[HSPHU\YIHUHY[PZ[)3<»ZHUPTH[LKZOVY[ÄST4\[VL_WYLZZLZHZPTPSHYHIQLJ[MYLUL[PJLULYN`[V5<.»Z;LYYP[VYPHS
7PZZPUNZ, however this is not achieved by capturing the artist-in-motion. Rather, 4\[VPZHTV]PUNPTHNLHUPTH[PVU
IHZLKVU)3<»ZWOV[VNYHWOZVMOPZWHPU[PUNZPU\YIHUZWHJLTL[PJ\SV\ZS`YLHZZLTISLKHZÄST;OPZÄSTPZVULVM
HZLYPLZVMHUPTH[LKÄSTZWYVK\JLKI`)3<;OLZLHYLH]HPSHISLHZHJVSSLJ[PVUPU)3<»Z:RL[JO5V[LIVVR.
The beings depicted in 4\[V HYL NYV[LZX\L HIQLJ[ HUK HIHZLK )3<»Z^YP[OPUN ÄN\YLZ JVUZ\TL [OLTZLS]LZ PU
increasingly violent transformations: they recede into the wall only to re-emerge as new bodies, intent on an endless 
movement through derelict urban spaces, in a relentless cycle of destruction and regeneration. They appear 
KPZ[\YIPUNS`JVTWSPJP[PU[OLPYV^UMH[L·VULÄN\YLYLTV]LZP[ZV^UOLHK[VOHUKP[[VHSHYNLYILPUN^OVPTTLKPH[LS`
JVUZ\TLZP[2YPZ[L]H UV[LZ[OH[[OLOVYYVYVM[OLHIQLJ[PZSVJH[LKPUP[ZZPNUPÄJH[PVUVM[OL¸Z`TW[VTZVMZVJPHS
breakdown.”  And indeed, this cycle of consumption echoes the voracious appetites of late modern consumerism, 
and the vulnerability of urban environments, and ordinary urban citizens, to being swallowed alive by the inevitable 
THYJOVMNLU[YPÄJH[PVU
(ɈLJ[7LYMVYTHUJL
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4\[V is not a “cleaned up” animation, nor a polished end product. Even though BLU is absent from the frame, he 
retains an authorial creative presence by capturing traces of the process of producing the paintings that together 
JVTWYPZL[OPZÄST0UKLLK[OL[YHJLZVMMVYTLY]LYZPVUZVM[OLWHPU[LKÄN\YLZHYLJSLHYS`]PZPISLVU[OL^HSSZ[OL`
move across and through. They recall the act(s) of illicit painting that produced these apparently living beings. A 
churning stream of greyish white paint trails in their wake, tracing the palimpsest of their passage—both a partial 
LYHZ\YLHUKHJVUZ[HU[YLTPUKLYVM[OLHJ[P]L^VYRVM[OLHY[PZ[HZWHPU[LY;OLZLKPTLUZPVUHS[YHJLZOH]L[OLLɈLJ[
of softening the surface of the wall, like knife marks hollowed in butter, endowing these ordinarily grey and impassive 
surfaces with seething, teeming, abject life.
As with ;LYYP[VYPHS7PZZPUNZ, ordinary urban inhabitants are also present in 4\[V/V^L]LYK\L[V)3<»Z[PTLSHWZL
WOV[VNYHWO `[OLZLÄN\YLZHYLVUS`WYLZLU[PUTVTLU[HY`ÅHZOLZHJYVZZ[OLZJYLLU·[OLZSV^LK[LTWVYHSP[`VM)3<»Z
HUPTH[LKILPUNZPZZVTLOV^V\[VMRPS[LY^P[O[OLºYLHS[PTL»ZWLLKVM[OLJP[ `^OVZLJP[PaLUZaVVTWHZ[[OLZJLUL
\UH^HYL[OH[[OLWHPU[PUNZILPUNL_LJ\[LKHYLTV]PUNPU[OLPYV^U[PTL3PRL[OLWHZZLUNLYZPU5<.»ZÄST)3<»Z
pedestrians appear barely present—detached from the more vital energy of the work on the wall.
Fig. 2 - Muto, photo: ©BLU 2008.
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4\[VVɈLYZ[OL]PL^LYH[LTWVYHY`LZJHWLMYVT[OLHSPLUH[PUNWHJLVM\YIHUL_PZ[LUJLI`VɈLYPUNHUHS[LYUH[P]L
temporal experience of the city. (Chang, 2013: 227) In doing so, BLU brings the walls to life, and shows street art as 
ZVTL[OPUN[OH[PZTVIPSLYH[OLY[OHUZ[H[PJ¸WLYTHULU[S`\UÄUPZOLK¹HUKVWLU[VLYHZ\YLYH[OLY[OHUJVTWSL[LHUK
contained. (MacDowall, 2014: 36; Riggle, 2010: 255)
46):;9
796.9,::065:
46):;9»Z7YVNYLZZPVUZSPRL)3<»Z4\[V, utilise time-lapse or repeat photography to animate the life 
of a wall, through recording a series of discrete paintings photographically, then reassembling the photographs as 
HJVUZLJ\[P]LZLYPLZ/V^L]LY46):;9»Z^VYR PZKPZ[PUJ[MYVT)3<»Z PU[OH[ P[ PU]VS]LZHKLNYLLVMJVSSHIVYH[P]L
H\[OVYZOPW HUKWSH ` ;OL\YIHUJP[PaLUZ PU46):;9»Z^VYR HYL UV[KL[HJOLKHUKHSPLUH[LK I\[ HYLVM[LU HJ[P]L
PU[LYSVJ\[VYZSLH]PUN[OLPYV^UTHYRZVU[OL^HSSPUYLZWVUZL[V46):;9»ZWYV]VJH[PVUZ4VYLYLJLU[S `46):;9»Z
7YVNYLZZPVUZ have also involved virtual urban citizens as collaborative authors via his execution of a series of physical 
HTLUKTLU[Z [V OPZ ^VYR Z\NNLZ[LK I` OPZ ZVJPHSTLKPH MVSSV^PUN ;OL PU[LYHJ[P]P[` PUOLYLU[ [V46):;9»Z^VYR
HUPTH[LZ[OLT\S[PTVKHSWSH`VMJVU[LTWVYHY`]PL^LYZ»PU[LYHJ[PVUZ^P[O^VYRVU[OLZ[YLL[PUHKLTVJYH[PJMVYTVM
visual dialogue that melds urban and virtual spheres of action. 
<USPRL5<.»ZTVYLHIZ[YHJ[]PZJLYHSZWYH`WHPU[PUNHUK)3<»ZYLWYLZLU[H[PVUHSÄN\YLZ46):;9^ VYRZWYPTHYPS`^ P[O
text. His 7YVNYLZZPVUZLUNHNLPUPU[LYHJ[PVU^P[O[OLSVJHSH\[OVYP[PLZYLZWVUZPISLMVYI\ɉUN·VYWHPU[PUNV]LY·PSSLNHS
^VYRVUJP[`^HSSZ;OLL]VS]PUNWHPU[PUNPZ[O\ZLɈLJ[P]LS`JVH\[OVYLK7YVNYLZZPVUZVɈLYZ[OL]PL^LYHUPUZPNO[PU[V
an animated dialogue between the artist and those responsible for removing his work. This would ordinarily only be 
witnessed by local passersby, but by photographing each change made to the work on the wall (and uploading these 
to his website) MOBSTR stitches time together to animate these often witty exchanges—that may in real time have 
occurred days, or even weeks later. His work operates as a series of cheeky taunts designed to elicit a visual response 
MYVTUVUHY[PZ[V[OLYZ3PRL)3<46):;9»Z^VYROPNOSPNO[ZKLZ[Y\J[PVUHZNLULYH[P]LI\[46):;9»Z7YVNYLZZPVUZ 
does not present destruction as abject or grotesque, but rather as a form of urban play through palimpsest—a crucial 
element in appreciating street art “in the wild” as a form of democratic “dialogue between the city and the people.” 
(Petri, 2015: 27)
(ɈLJ[7LYMVYTHUJL
Fig. 3 - Progressions, photo: ©MOBSTR 2016.
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6. MOMO
4(5/(;;(5;(.
4646»ZWYVJLZZ]PKLVVM[OLJYLH[PVUVMOPZ4HUOH[[HU;HN (2005) shows a continuously dripping line of paint that 
SLH]LZH[OPUVYHUNL[YHPSY\UUPUNHSVUN[OLZPKL^HSR/LYLWHPU[LK[OPZ[YHPSPUHZ[OLÄYZ[]LYZPVUOHKHSSI\[^ VYU
VɈ\UKLY[OLJVUZ[HU[HIYHZPVUVMWLKLZ[YPHUMVV[MHSS=PL^LKMYVT[OLZPKL^HSR[OLZJHSLVM[OL^VYRPZKLJLW[P]LS`
modest, and seems almost accidental, like the trail left unwittingly by a leaking container, that only incidentally tracks 
the movement of its unaware carrier.
/V^L]LYHZ4646»Z4HUOH[[HU;HN video shows, if followed, this modest line seems unending—weaving around 
corners and out of sight. Cartographically, this apparently minimal work also exists on a more massive (non-human) 
ZJHSL(IHYJH(THWKPZWSH`LKVU4646»Z^LIZP[LYL]LHSZ[OLMVYT[HRLUI`[OPZHWWHYLU[S`PUJVUZLX\LU[PHS
SPUL!P[MVYTZHNPHU[[HNVM4646»ZUHTLZWHUUPUN[OLLU[PYLIYLHK[OVM4HUOH[[HUPZSHUK(Z@V\UNUV[LZ
[OL]PL^LY»ZKPZJV]LY`VM4646»ZTHW[YHUZMVYTZ[OPZ\UHZZ\TPUN[YPJRSLVMWHPU[ PU[VHUHY[^VYR [VVLUVYTV\Z
to apprehend in its totality, although it may be traversed by foot, and simultaneously mapped as a virtual tag by 
activating the geo-location apps on our almost embodied smart phones.3
4HUOH[[HU;HNPZHTVUN[OL^VYSK»ZSHYNLZ[HY[^VYRZ0UZJHSLP[PZSHYNLY[OHU9VILY[:TP[OZVU»Z:WPYHS1L[[ `
4PJOHLS/LPaLY»Z+V\ISL5LNH[P]LHUK1HTLZ;\YYLSS»Z9VKLU*YH[LY9PNNSL
Fig. 4 - Manhattan Tag, photo: ©MOMO 2005.
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3PRL46):;9»Z7YVNYLZZPVUZ4646»Z4HUOH[[HU ;HN shows the production of a form of urban art that invites 
WHY[PJPWH[PVUPUZP[\ 0[VɈLYZHZLLTPUNS`TPUPTHSHLZ[OL[PJ PU[LY]LU[PVUI\[VUL[OH[^OLUHWWYLOLUKLKPU P[ZM\SS
ZPNUPM`PUNPU[LU[TH`[YHUZMVYT[OL]PL^LY»ZZLUZLVMZJHSLHUKILPUNPU[OLJP[ `;OLJVU[YHZ[IL[^LLU[OL[OPUSPUL
of the paint that is immediately available to the senses, and the massive scale of the tag formed by the totality of the 
line, may be an initially confronting experience as it is not something that we can fully apprehend from our restricted 
]PL^MYVT[OLZ[YLL[VYYH[OLYMYVT[OLZ[YLL[WYLZLUJLPUHIZLU[PHVɈLYLKI`4646»ZWYVJLZZ]PKLV4646»ZTHW
provides the viewer with the key to the puzzle posed by his wavering and seemingly inexhaustible thin line of paint. 
9PNNSLHYN\LZ[OH[[OPZVɈLYZ[OL]PL^LYHZ\ISPTLYLSLHZLMYVT[OLPUP[PHSV]LY^OLSTPUNZJHSLHUKZLLTPUNSHJRVM
purpose or pattern, to the work. As he notes, “it is sweetly ironic that the biggest tag in the world is designed to be 
invisible in its entirety.” (Riggle, 2010: 58)
7. Conclusion
;OLZLHY[PZ[Z»]PKLVZWYV]PKLMVYHTVKLVML_OPIP[PVU[OH[JVTWLSSPUNS`JVU]L`Z[OLLWOLTLYHSWOLUVTLUVSVNPJHS
conditions of production of work on the street. Video-documentation (both in real time, and over time) is a vibrant 
form of urban art that is arguably less likely to be met with the accusations of inauthenticity and lack of streetness 
[OH[JOHYHJ[LYPaL[OLJYP[PJHSYLJLW[PVUVMZ[YLL[HY[HZZ[H[PJ^VYRZPUNHSSLY`ZWHJL(Y[PZ[Z»]PKLVKVJ\TLU[H[PVUTH`
TVYLLɈLJ[P]LS`JHW[\YL[OLZ[YLL[ULZZHUKPSSPJP[JVYWVYHSWLYMVYTH[P]P[`VM[OLJYLH[PVUVM^VYRVU[OLZ[YLL[HUK[OL
PUOLYLU[JHWHJP[`VMZ\JO^VYR[VHYYLZ[HUKLUNHNLVUSVVRLYZ;OLHLZ[OL[PJPTWHJ[VM[OLZLHY[PZ[Z»]PKLVZVɈLYZ\Z
WYLZLUJLPUHIZLU[PH^OPJOWVZP[PVUZ[OL]PL^LYHZIV[OPUZPKLV\[ZPKLNHSSLY`ZWHJL
(WV^LYM\SHZWLJ[VM[OLSPTPUHSWYLZLUJLHɈVYKLK[V[OL]PL^LYI`Z\JO]PKLVKVJ\TLU[H[PVUPZ[OLWOLUVTLUVSVNPJHS
experience of enchantment – an aesthetic response ordinarily restricted to our unanticipated encounters with work 
VU [OL Z[YLL[ @V\UN !  HYN\LZ [OH[ Z[YLL[ HY[ HUK NYHɉ[PTH` VɈLY \UL_WLJ[LK VWWVY[\UP[PLZ MVY L[OPJHS
LUNHNLTLU[HZP[HYYLZ[ZV\YV[OLY^PZLÅ\PKTV[PVU[OYV\NO\YIHUZWHJL^ OPJOTH`PU[\YUJYLH[LWYVK\J[P]LÄZZ\YLZ
in our ordinary ways of seeing, and being with others, in the city. Conceived as a “tangle in the smooth spaces of 
the city out of which comes the potential for enchantment,” these moments of arrest need not necessarily involve 
visual pleasure, but may instead be experienced as troubling, unsettling or \UOLPTSPJO. Indeed, these videos together 
WYV]VRL H KP]LYZP[` VM WVZP[P]L HUK ULNH[P]L HɈLJ[P]L YLZWVUZLZ PKLU[PÄJH[PVUZ HUKKPZPKLU[PÄJH[PVUZ ¶TVTLU[Z
of vicariously seeing and viscerally experiencing other possible ways of being in the city that may fall outside of 
]PL^LYZ» JVU]LU[PVUHS L_WLJ[H[PVUZ HUK YLHSTZ VM L_WLYPLUJL (YN\HIS ` Z\JOTVTLU[Z VM LUJOHU[TLU[ L]LU PU
absentia, may provide unexpected points of potential connection with others, and a sense of attachment within a 
WV[LU[PHSS`KLO\THUPaPUN\YIHUZWHJL0U[OPZZLUZLHY[PZ[Z»]PKLVZTH`HɈVYK[OLJVUKP[PVUZVMWVZZPIPSP[`MVY]PL^LYZ
to experience the forms of ethical engagement normally associated with our accidental encounters with work on the 
street.
These performative forms of documentation thus have the subversive potential to “bring work (back) to life” in gallery 
space, not just as artefacts or supplements to sellable works, but as powerful works of urban art in their own right, 
^OPJOZLY]LHSZV[VYLTPUK\ZVM[OLJYP[PJHSV\[ZPKLYZ[HUJLHS^H`Z\UÄUPZOLKLULYN `HUKWHY[PJPWH[VY`KLTVJYH[PJ
nature, of work on the street. However, as yet, this is currently not a form of work adopted as a primary mode of 
L_OPIP[PVUI`THU`NHSSLYPLZMVYHY[PZ[Z»]PKLVKVJ\TLU[H[PVUPZ¶HSVUN^P[OWLYMVYTHUJLHY[HUKZ[YLL[HY[P[ZLSM¶H
“per se non-sellable form of art” and a “consumer critical art form that criticizes the role of an art object as a consumer 
product” (Blanché 2016). 
(ɈLJ[7LYMVYTHUJL
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Although not considered in the process videos included here, the photographic documentation of the entire lifecycle 
VM^VYRPU\YIHUZP[\TH`HSZVVɈLYHTLHUZ[V[YHUZSH[L[OL[YHUZP[VY`UH[\YLVMZ\JO^VYRPUV[OLY^PZLWYV[LJ[LK
NHSSLY`ZWHJL)`KVJ\TLU[PUN[OLNYHK\HSKLJH`PUZP[\VMZ[YLL[HY[HUKNYHɉ[PLN/HUZLUHUK-S`UU^L
TH` OPNOSPNO[ [OL KLÄUPUN LWOLTLYHSP[` VM^VYR PU [OL Z[YLL[Z^OPJO PZ \USPRL^VYR PU NHSSLY`ZWHJL Z\IQLJ[ [V
LU]PYVUTLU[HSKLNYHKH[PVUHUKKLJH `HZP[PZJVUZ[HU[S`L_WVZLK[V[OLLSLTLU[Z-VYPUZ[HUJL:>665»ZWHZ[L\W
work depicts destruction as inevitable and beautiful. Rather than simply animating the more stereotypically masculine 
HKYLUHSPULM\LSSLKJVUKP[PVUZVMWYVK\J[PVUVMZ[YLL[HY[:>665»Z^VYRH[[\ULZ\Z[V[OLLWOLTLYHSP[`HUKMYHNPSL
lifecycle of work on the street. This, too, is part of what is not ordinarily captured in either white cube contexts or street 
HY[MLZ[P]HSZ^OLYL[OL^VYRMLH[\YLKPZWYPZ[PULHUKWYV[LJ[LKMYVT[OLLSLTLU[ZHUKMYVTILPUNI\ɈLKI`H\[OVYP[PLZ
or written over by others. Indeed, Riggle (2010) argues that, for a work to count as street art, the “artist must willingly 
expose their work to the risks of defacement, destruction, theft, alteration and appropriation; in short, [they] must be 
committed to ephemerality.” 
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Abstract
;OPZJVSSHIVYH[P]LLZZH`LTLYNLZ MYVT [OLH\[OVYZ»VUNVPUNKPHSVN\LHIV\[ [OLWVSP[PJHSWV[LU[PHSVMWHY[PJPWH[VY`
urban art interventions in the contemporary context of occupied East Jerusalem. Although contemporary Western 
KPZJV\YZLZVMWHY[PJPWH[VY`HY[VɈLYWYVK\J[P]LZ[HY[PUNWVPU[ZMVY[OPURPUNHIV\[[OLYVSLVMHY[HZHTLHUZVMWVSP[PJHS
engagement, they do not adequately address the ongoing colonial situation that shapes life in occupied East 
Jerusalem.  This essay calls attention to the gaps between the prevailing art-world discourses of participation and 
JVTT\UP[`LUNHNLTLU[HUK[OLYLHSP[PLZVMSPMLPUVJJ\WPLK1LY\ZHSLT;VÄUKTL[OVKZHKLX\H[L[V[OLZL\UPX\L
SVJHSJPYJ\TZ[HUJLZJYP[PJHSYLÅLJ[PVU\WVUJVTTVUTL[OVKVSVN`PZYLX\PYLKPUVYKLY[VYL[OPURKVTPUHU[WHYHKPNTZ
This essay examines an art walk titled 9,]PL^PUN1LY\ZHSLT (2015-16), one of several participatory, community-
IHZLK HY[ WYVQLJ[Z PUP[PH[LK K\YPUN(SPH9H``HU»Z [LU\YL HZ+PYLJ[VY VM (S/VHZO.HSSLY`·7HSLZ[PUPHU(Y[*V\Y[ PU
Jerusalem. The authors ask how political engagement might be imagined and practiced through art in the context of 
the ongoing Israeli military occupation of the city. 9,]PL^PUN1LY\ZHSLT was an aesthetic and performative strategy 
of counter-occupation in a contested and highly politicized space. The authors demonstrate the ways in which 9,
]PL^PUN1LY\ZHSLTYLÅLJ[LK\WVU>LZ[LYU\YIHUHY[PU[LY]LU[PVUWYHJ[PJLZHUK[YHUZSH[LK[OLT[V[OLZWLJPÄJZVM[OL
local situation in Israeli-occupied Jerusalem. The goal of 9,]PL^PUN1LY\ZHSLT is shown to be twofold: to decolonize 
both thought and space. In other words, the projects seeks both to intervene in Western discourses about political art, 
and to resist the occupation through the collective activation of public space.
Keywords
Decolonization, social practice art, urban interventions, occupied, Jerusalem, Palestine, activism
1 Introduction
;OPZJVSSHIVYH[P]LLZZH`LTLYNLZMYVT[OLH\[OVYZ»VUNVPUNKPHSVN\LHIV\[[OLWVSP[PJHSWV[LU[PHSVMWHY[PJPWH[VY`\YIHU
art interventions in the contemporary context of occupied East Jerusalem. Although contemporary Western discourses 
VMWHY[PJPWH[VY`HY[VɈLYWYVK\J[P]LZ[HY[PUNWVPU[ZMVY[OPURPUNHIV\[[OLYVSLVMHY[HZHTLHUZVMWVSP[PJHSLUNHNLTLU[
they do not adequately address the ongoing colonial situation that shapes life in occupied East Jerusalem. In this 
essay, we aim to call attention to the gaps between the prevailing art-world discourses of participation and community 
engagement and the realities of life in occupied Jerusalem. 
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We take as our starting point an art walk titled 9,]PL^PUN1LY\ZHSLT (2015-16), one of several participatory, community-
IHZLK HY[ WYVQLJ[Z PUP[PH[LK K\YPUN (SPH 9H``HU»Z [LU\YL HZ KPYLJ[VY VM (S /VHZO.HSSLY`·7HSLZ[PUPHU (Y[ *V\Y[ PU
Jerusalem. Through an analysis of this urban intervention, we ask how political engagement might be imagined and 
practiced through art in the context of the ongoing Israeli military occupation of the city. 9,]PL^PUN1LY\ZHSLT was an 
aesthetic and performative strategy of counter-occupation in a contested and highly politicized space. 
3PMLPU6JJ\WPLK1LY\ZHSLT
The Israeli occupation operates through the sophisticated manipulation of spaces and bodies, and seeks to create 
H ZLUZL VM MH[HSPZT HUK PUL]P[HIPSP[` MVY [OVZL Z\IQLJ[ [V P[ (S[OV\NO [OL OHYZO LɈLJ[Z VM [OL VJJ\WH[PVU HYL MLS[
throughout occupied Palestine, residents of East Jerusalem face unique challenges as a minority in the city. They 
are increasingly being forced out of their shrinking neighborhoods as settlers illegally appropriate their homes; their 
basic right to reside in Jerusalem is precarious—dependent on the possession of residency permits that may be 
HIY\W[S`YL]VRLKI`[OL0ZYHLSPH\[OVYP[PLZ·HUK[OL`HYLJ\[VɈMYVTL]LU[OLZLTISHUJLVM7HSLZ[PUPHUH\[VUVT`[OH[
exists in parts of the West Bank. The duration and severity of the occupation has caused community members and 
social associations in Jerusalem to respond to such conditions with a high level of skepticism, a fearful resistance to 
change, and a reluctance to challenge the current system. This situation illustrates the theories of Franz Fanon (1964), 
who described how colonialism becomes internalized in the very bodies of suppressed peoples. The repressive 
JPYJ\TZ[HUJLZVMJVSVUPHSPZTPUÅ\LUJLHUKYLZ[YPJ[IV[OIVKPLZHUKWZ`JOLZ"JVSVUPaLKZ\IQLJ[ZSLHYU[VZ[H`^P[OPU
the limited borders imposed by the system. This is evident in the fact that Jerusalemites tend to restrict themselves 
to private spaces—the only places where they can feel free and secure (although even that security is increasingly 
under threat by settlers). The experience of fear and insecurity in public spaces is enormous and has of course 
increased throughout the years of occupation and the ongoing cycles of violence in the streets. What role can art play 
in responding to this situation, and what forms might creative responses take? 
3.1 9,]PL^PUN1LY\ZHSLT
0U[OLÄYZ[LKP[PVUVM9,]PL^PUN1LY\ZHSLT, which took place in 2015, groups of local residents and visitors followed 
HYV\[L[OYV\NO1LY\ZHSLT»Z6SK*P[`HUKPU[V[OL,HZ[1LY\ZHSLTULPNOIVYOVVKVM(SAHOYHZ[VWWPUNH[]HYPV\ZHY[
“stations”—mundane or forgotten places that had been subtly transformed into sites of urban art—a parking lot, a 
ÅV^LYZOVWHJVTT\UP[`NHYKLUHUHUJPLU[HIHUKVULKJV]LYLKIHaHHY[OH[^HZVUJLH[OYP]PUN]LNL[HISLTHYRL[
in the Old City. Along the way, participants encountered traces of a suppressed history, glimpses of possibility in 
the present, and new visions of the future. None of the art stations in 9,]PL^PUN1LY\ZHSLT presented work that 
^HZL_WSPJP[S`WVSP[PJHSPUHU`JVU]LU[PVUHSZLUZL`L[LHJOVɈLYLKWHY[PJPWHU[ZUL^^H`Z[VVJJ\W`W\ISPJZWHJL·
something that is in itself a political act in Palestinian Jerusalem.  
:VJPHSWYHJ[PJLHUK[OLKLIH[LZVMWHY[PJPWH[VY`HY[
)LMVYL^L[\YU[V[OLZWLJPÄJZVM9,]PL^PUN1LY\ZHSLTP[PZPTWVY[HU[[VJVU[L_[\HSPaLP[^P[OPU[OLIYVHKLYÄLSKVM
participatory social art practices that inform urban interventions, as well as to consider the contemporary debates 
concerning its ethics, aesthetics, and politics.  Since the 1990s, contemporary artists have become increasingly 
interested in collaborating with various “non-art world” publics. The artists associated with these practices are 
(ɈLJ[7LYMVYTHUJL
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Fig. 1 - 9,]PL^PUN1LY\ZHSLT art walk map, 2015.
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frequently driven by a desire to address social injustices, and they view the participation of the public as an ethical 
imperative (Bishop, 2012). A diverse array of participatory, community-based, socially-oriented art projects is referred 
to today as “social practice.” As Bishop (2012) observes, such practices are often based in everyday social forms 
such as talking, eating, gardening or walking; sometimes they are discursive rather than visual, engaging the public 
[OYV\NOW\ISPJH[PVUZ^VYRZOVWZVYSLJ[\YLZ;OLZLJVU[LTWVYHY`WYHJ[PJLZTH`VɈLYUL^HUKH[[PTLZJVUMV\UKPUN
notions of art, but they are the legacy of a century of avant-gardist assault on the boundaries between art and life.
(ɈLJ[7LYMVYTHUJL
Fig. 2 - A cart specially designed by Al Hoash for 9,]PL^PUN1LY\ZHSLT, in the style of the traditional carts used to 
[YHUZWVY[NVVKZ[OYV\NO[OLUHYYV^HSSL`^H`ZVM[OL6SK*P[ `;OLJHY[PZWHPU[LK^P[OJVSVYM\SHYJOLZYLÅLJ[PUN[OL
HYJOP[LJ[\YLVM[OLVSKIHaHHY7OV[VI`(OLK0aOPTHUHUK4HQKA\NOH`LY
96
Urban Art: Creating the Urban with Art (ɈLJ[7LYMVYTHUJL
Although they may not meet the demands of the commercial art market, participatory social practices have become well 
PU[LNYH[LKPU[V[OLJVU[LTWVYHY`HY[^VYSK![OL`Ä[YLHKPS`PU[V[OLYHWPKS`L_WHUKPUNW\ISPJHYLUHZVMIPLUUPHSJ\S[\YL
and are welcomed by museums eager to provide interactive experiences for their visitors. However, such practices 
are not without controversy. Many forms of “social practice”—particularly so-called community art projects—have 
been sanctioned and funded by various states agencies as non-threatening forms of “social work”—what political 
theorist Oliver Marchart (2002) referred to as “privatist version[s] of public welfare.” Art critic Claire Bishop (2012) 
notes that that in seeking to establish a critical distance from the neoliberal new world order “collaborative practice is 
WLYJLP]LK[VVɈLYHUH\[VTH[PJJV\U[LYTVKLSVMZVJPHS\UP[ `YLNHYKSLZZVMP[ZHJ[\HSWVSP[PJZ¹:OLJHSSZH[[LU[PVU[V
[OLYPZRZVMWLYJLP]PUNHSS^VYRZVMJVSSHIVYH[P]LZVJPHSWYHJ[PJLHZLX\HSS`ZPNUPÄJHU[¸HY[PZ[PJNLZ[\YLZVMYLZPZ[HUJL¹
While Bishop may at times seem intent on protecting a space for aesthetic critique, her insistence on criticality is 
also an insistence on politics. Both Bishop and Marchart are wary of a social practice in which art is instrumentalized 
to co-opt underprivileged communities into the existing neoliberal order, rather than to challenge the assumptions 
on which that order is founded.  While their critiques do have validity, they are principally aimed at the discourse of 
Western political art and its implication in or appropriation by neoliberal capitalism. However, contemporary art may 
UVSVUNLYILHKLX\H[LS`KLÄULKPU[OL[LYTZVMH¸^LZ[LYU[YHKP[PVU¹([P[ZILZ[HY[PZHJVTWSL_HUKJVU[YHKPJ[VY`
set of practices—and if globalization may be said to impose a degree of cultural sameness, art introduces a source 
of alterity that confounds such a reductive formulation. Artists and art worlds in many colonial and post-colonial 
contexts increasingly refute the distinction between the local and the global, the West and “the rest.” Such is the 
case in Palestine, where the traditional dichotomies that structure Western political art discourse (social vs. political, 
individual vs. community, local vs. global, aesthetics vs. ethics) do not make sense in the context of an ongoing colonial 
VJJ\WH[PVU;OLYLHYLZPNUPÄJHU[KPɈLYLUJLZIL[^LLU[OLHJJVTTVKH[PVU[VJHWP[HSPZTULVSPILYHSPZT[OH[4HYJOHY[
and Bishop identify in some Western artistic practices and participatory social practices in the Palestinian context. 
;VIVYYV^(JOPSSL4ILTIL»Z[PTLS`WOYHZLP[TH`ILULJLZZHY`[V¸KLJVSVUPaLRUV^SLKNL¹PU[OPZJHZL[OL
discourse of political art) as well as to decolonize Palestinian territory. Such an approach unites the psychic and 
spatial dimensions of the occupation, and connects the logic of capitalism to the logic of the occupation. 
;OL[^PUSVNPJZVMJHWP[HSPZTHUKVJJ\WH[PVU
In ;OL5L^:WPYP[VM*HWP[HSPZT)VS[HUZRPHUK*OPHWLSSV\WKH[L4H_>LILY»ZUV[PVUVM[OL¸ZWPYP[VMJHWP[HSPZT¹
[VL_WSHPU[OLJVU[YHKPJ[PVUZVMJHWP[HSPZT[VKH`HUKOV^[OLZ`Z[LT^VYRZ[VV]LYJVTL[OLT>LILY»Z]P[HS·HUK
still relevant—insight was that the capitalist system cannot operate without the complicity or co-optation of most of 
P[ZZ\IQLJ[Z(Z)VS[HUZRPHUK*OPHWLSSVVIZLY]L[OPZZ`Z[LTZ\JJLZZM\SS`KLÄLZP[ZV^UJVU[YHKPJ[PVUZI`Z\Z[HPUPUN
a dialectic between capitalism and its “critique.” Capitalism typically overcomes the crises it generates by neutralizing 
“critique”—stealing the thunder of its critics by ostensibly answering some of their challenges while diverting attention 
from other grievances that are left unremedied or even exacerbated.
Such a dialectic also informs the logic of occupation. Marchart, Bishop and Boltanski emphasize the danger that 
art—even in the anti-capitalist (non-commercial or commodity forms) that characterize much social practice - may be 
JVVW[LKPU[V[OLJHWP[HSPZ[Z`Z[LT[O\ZSVZPUNP[ZJYP[PJHSMVYJLHUKLɈLJ[P]LS`ILJVTPUNKPZHYTLK0U[OL7HSLZ[PUPHU
context, what Boltanski terms „neutralisation of critique“ takes the form of a very real fear that any expression of critique 
will be neutralized—either through its violent elimination or through integration into the very system of occupation 
that it seeks to oppose. To some degree, this dialectic touches all forms of critiques within a totalizing system. 
)\[^OH[THRLZHY[KPɈLYLU[MYVTV[OLYMVYTZVMZVJPHSWVSP[PJHSJYP[PX\LPZP[ZJHWHJP[`[VZ\Z[HPUJVU[YHKPJ[PVU·[V
OVSKVWWVZP[LZPU[LUZPVUHUK[O\Z[VVɈLYHKPɈLYLU[KPHSLJ[PJHSTV]LTLU[(ZZ\JOHY[VɈLYZH\UPX\LZWHJLVM
possibility—a place to imagine and visualize alternate realities. 
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4HRPUN¸WSHJL¹PU,HZ[1LY\ZHSLT
We are currently seeing an increasing turn towards participatory and performative practices in Palestinian art. How 
might such practices begin to unravel the intertwined logics of capitalism and occupation? In 9,]PL^PUN1LY\ZHSLT, a 
WYLJVUKP[PVUMVY[YHUZMLYYPUNHY[PZ[PJWYHJ[PJLZVMWSHJLTHRPUN[V7HSLZ[PUPHU1LY\ZHSLT·HUKHTHQVYKPɈLYLUJLMYVT
P[ZJV\U[LYWHY[ZPU,\YVWL·^HZ[OLKLJPZPVU[VH]VPK[OVZLW\ISPJZWHJLZHSYLHK`KLÄULKHUKJSHPTLKI`[OLZ[H[L
but instead to discover (together with the artists and the community) new approaches to making space accessible for 
public use and engagement. In Jerusalem, permissions issued by the Israeli municipality are required for any public 
HJ[P]P[`PU,HZ[1LY\ZHSLT(ZHU`ZVY[VMW\ISPJNH[OLYPUN[LUKZ[VILX\HSPÄLKHZWVSP[PJHSHJ[P]P[ `YLX\LZ[ZMVYWLYTP[Z
to assemble are usually denied. The lack of public infrastructure and public spaces in East Jerusalem—in comparison 
to the expansive public spaces and rich resources of West Jerusalem—complicates all attempts to design public 
engagement beyond the traditional format of the street festival. In addition, public spaces in East Jerusalem are 
subject to intense surveillance by the Israeli army or police. These spaces have become increasingly unsafe, as 
soldiers injure and kill Palestinian residents with impunity in the name of vague and frequently unfounded claims of 
self-defense. Because most Palestinians do not feel safe to gather in public space, it was imperative for Al Hoash to 
develop a creative and subversive approach to place making in East Jerusalem.
:WHJLHUK7SHJL
Michel de Certeau (2011) draws an important distinction between place and space. Place, according to de Certeau, 
refers to the “locational instantiation of what is considered to be customary, proper and even pre-established” (Pannell, 
2006). Space, on the other hand, has none of this stability but instead is composed of the “intersections of mobile 
LSLTLU[Z¹^ OPJOHYLHTIPN\V\ZHUKVM[LUPUJVUÅPJ[>HYULY:WHJLTH`ILHIZ[YHJ[LKHUK]PL^LKVIQLJ[P]LS `
but place must be activated by bodies, by walking—it must be experienced subjectively. Space is produced while 
WSHJL PZ YPZRLKVYHJ[P]H[LK PUWYHJ[PJL:WHJLZPNUPÄLZHUHIZ[YHJ[ YLWYLZLU[H[PVUVMRUV^SLKNLHIV\[ [OL^VYSK
^OPSLWSHJL YLWYLZLU[Z [OLHJ[PVUZVYWYHJ[PJLZI`^OPJO [OPZRUV^SLKNL PZWYVK\JLKHɉYTLKVY [YHUZMVYTLK(S
/VHZOYLHSPaLK[OH[PUVYKLY[VLSPJP[W\ISPJLUNHNLTLU[P[ULLKLK[V[\YUOPKKLUHUKMVYNV[[LU¸\UVɉJPHS¹ZWHJLZ
into places. 
;YHUZMVYTPUNZWHJLPU[VWSHJL
The Israeli occupation of East Jerusalem has created a widespread sense of political depression and apathy amongst 
Palestinian residents. Activism is blocked and “a disintegration of politics results in isolation, frustration, anomie 
HUKMVYNL[M\SULZZ¹4J3LUUHU(S/VHZO»Z[HZR^HZ[VÄUKHZWHYR[VYL]P]L[OLJVTT\UP[`·[VKPZY\W[[OL
passivity of residents of Palestinian Jerusalem. They approached this challenge by identifying new kinds of spaces in 
,HZ[1LY\ZHSLT·ZWHJLZ[OH[JV\SKILKLÄULKHUKVWLULKI`WHY[PJPWH[VY`HY[PU[LY]LU[PVUZ;OLNVHSVM9,]PL^PUN
1LY\ZHSLT [V\ZLKL*LY[LH\»Z MVYT\SH[PVU^HZ MVYHY[PZ[ZHUK [OLW\ISPJ [V QVPU MVYJLZ PUHJ[P]H[PUNOPKKLUHUK
forgotten spaces and transform them into embodied places. 
;OL(S/VHZO[LHTILJHTLSVJH[PVUZJV\[ZTHRPUN[OLYV\UKZVMJVTT\UP[`JLU[LYZZOVWZOV[LSZVYMVYNV[[LU
abandoned public buildings in their search for such potential places. They invited artists from Palestine and abroad to 
participate in a residency. These artists formed a temporary collective to jointly create art interventions in the selected 
semi-public spaces. Over a period of three weeks, this collective took over the Al Hoash Gallery and discovered the 
surrounding area, meeting with community members and discussing possible topics for the selected “art stations.” 
Ownership of the process was given to the artists in order to dissolve the hierarchy of the classical curatorial and 
institutional set up. After much discussion with community members, local organizations, and time spent observing 
(ɈLJ[7LYMVYTHUJL
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[OLKHPS` YV\[PULZVM SPMLIL[^LLU[OL6SK*P[`HUK[OLAHOYH:[YLL[ULPNOIVYOVVK [OLHY[PZ[ZZLSLJ[LK [OLJLU[YHS
themes of silence and repose for their project—a form of response and resistance to the stress and turmoil that 
comprises daily life in East Jerusalem. 
5.1 9,]PL^PUN1LY\ZHSLT!HUL^^H`VMSVVRPUN
In a city that attracts tourists to its religions processions and rituals (the route along the stations of the cross, the Via 
Dolorosa, being the most well-known) but restricts their exposure to the injustices of the occupation, the “art stations” 
subverted such practices and addressed the contemporary daily life of Palestinian residents. Yet this was not done in 
the tragic mode of political victimization but in a creative and life-giving spirit. 
Fig. 4 - 9,]PL^PUN1LY\ZHSLT, 2015. 7OV[V!(OLK0aOPTHUHUK4HQKA\NOH`LY
-PN4HRPUN\ZLVM[OLVUS`W\ISPJWHYRPU7HSLZ[PUPHU1LY\ZHSLT7OV[VI`(OLK0aOPTHUHUK4HQKA\NOH`LY
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,HJOHY[Z[H[PVUVɈLYLKHUL^]PZPVUVYZ\YWYPZPUNHS[LYH[PVU·[OLYV\[LSLKWHY[PJPWHU[ZIL[^LLUHSAHOYH:[YLL[HUK
the Suf Market in the Old City and varied from an encounter with “urban furniture” to a pause in a forgotten dead-end 
street next to a public garden, an art intervention in the community center Ibna Al Quds, to a music performance in an 
abandoned, semi-ruined former vegetable market in the bazaar. 
The artists cleaned up and reclaimed this old bazaar (the Al Bazar Market) and it became a central location on the 
walk. During the tours, participants of were led from one station to the next and provided with an introduction to 
the space, its background, and its connection to the art intervention. None of the artists used the spaces simply as 
exotic background for their own work but instead involved the participants in activating each new place and making it 
[OLPYV^U,HJOZ[H[PVUOHKP[Z]LY`WHY[PJ\SHYZL[\W[OLZWLJPÄJKL[HPSZJHUUV[HSSILKLZJYPILKPU[OLZJVWLVM[OPZ
LZZH `6ULPU[LY]LU[PVUL_LTWSPÄLZ[OLT\S[PSH`LYLK[OV\NO[ZILOPUK[OLWYVQLJ[;OL8^H^LLY-SV^LYZOVWUL_[[V
the Damascus Gate in the Old City was one of the middle stations of the tour. Participants were invited to enter the 
ZOVWI\[H[[OPZZ[H[PVU[OL`MV\UKUVHY[PUZ[HSSH[PVUWYLZLU[0UZ[LHK[OL`^LYLHZRLK[VWPJR\WHZTHSSÅV^LYWV[
HUKJHYY`P[[OYV\NO:\XHS:LP[\U[PS[OL`YLHJOLK[OLÄUHSZ[H[PVU·[OLYVVM[VWVM[OLYLJSHPTLKIHaHHYV]LYSVVRPUN
[OL6SK*P[ `;OLYLWHY[PJPWHU[ZWSHJLK[OLPYÅV^LYWV[ZPUHWYLWHYLK^VVKLUMYHTL[O\ZJYLH[PUNHSP]PUNYVVMNHYKLU
and activating this space through their collective installation. What began as an alternative tour through the city turned 
into a performative demonstration—one that played with and subverted a dominant tourist cliché in the Old City: the 
carrying of religious symbols. The participants now became artists. This simple yet powerful activity turned out to 
be one of the most successful aspects of 9,]PL^PUN1LY\ZHSLT. It attracted the attention of neighboring Palestinian 
shop owners and residents who became interested in learning about and participating in future versions of the project. 
(ɈLJ[7LYMVYTHUJL
Fig. 5 - 9,]PL^PUN1LY\ZHSLT, 2015. 7OV[V!(OLK0aOPTHUHUK4HQKA\NOH`LY
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*OHSSLUNPUNL_WLJ[H[PVUZ
Half a year later, Alia Rayyan discussed this event with a group of German 9,]PL^PUN1LY\ZHSLT participants during 
a lecture at the University of Lueneburg in December 2015. Many of those present expressed the discomfort they 
OHK MLS[ JHYY`PUN [OLÅV^LYWV[ [OYV\NO [OL6SK*P[ `7LYOHWZ [OLZL]PZP[VYZOHKHYYP]LK^P[OWYLKL[LYTPULK PKLHZ
and expectations of Jerusalem that were disrupted by the intervention and the resulting blurring of roles between 
WHY[PJPWHU[HUKHY[PZ[0U[LYLZ[PUNS `[OLSVJHSWHY[PJPWHU[ZKPKUV[MLLS[OH[LZ[YHUNLTLU[I\[L_WLYPLUJLK[OL¸ÅV^LY
procession” as an unusually liberating act of performing in a familiar place—a claiming of ownership. The tour was 
repeated six times and successfully attracted a local audience. This act of place-making in Jerusalem—a subtle 
NLZ[\YLVMWVSP[PJHSYLZPZ[HUJL·LUNHNLK[OLSVJHSJVTT\UP[`VUHKPɈLYLU[SL]LS[OHUP[KPKZVTLVM[OLWHY[PJPWHU[Z
7LYOHWZP[TVYLLɈLJ[P]LS`IS\YYLK[OLIV\UKHYPLZIL[^LLUHY[HUKSPMLMVY[OVZL^OVSP]L\UKLYVJJ\WH[PVU
6 Conclusion
Placemaking interventions such as 9,]PL^PUN1LY\ZHSLT will not bring the occupation to an end. But art is not an 
endeavor to be judged by measurable concrete outcomes—as Bishop and Marchart emphasize in their critique of the 
instrumentalization of art. Yet artistic practices may provide a spark for change when they react with other existing 
LSLTLU[Z;OLZLLɈLJ[ZZPTWS`JHUUV[ILRUV^UPUHK]HUJL·VY[OL`TH`ILILSH[LK>OPSLZ\JOSVJHSWYHJ[PJLZVM
\YIHUPU[LY]LU[PVUHYLULJLZZHYPS`PUÅ\LUJLKI`[OLYLJLU[^H]LVMWHY[PJPWH[VY`HY[PU[LY]LU[PVUZ[HRPUNWSHJLPU[OL
>LZ[LYU^VYSK^LULLK[VJVU[PU\L[OLZLHYJOMVYTL[OVKZ[OH[ZWLHR[V[OLZWLJPÄJJPYJ\TZ[HUJLZVM7HSLZ[PUPHUZ
SP]PUN\UKLYVJJ\WH[PVUPU1LY\ZHSLT;VÄUKTL[OVKZHKLX\H[L[V[OLZL\UPX\LSVJHSJPYJ\TZ[HUJLZ^LULLKUV[
VUS`JYP[PJHSYLÅLJ[PVU\WVUJVTTVUTL[OVKVSVN`I\[HSZVHTLHUZ[VKPZJVUULJ[L]LUPMVUS`WHY[PHSS`MYVTKVTPUHU[
paradigms (McLennan, 2012). 9,]PL^PUN1LY\ZHSLTYLÅLJ[Z\WVU>LZ[LYU\YIHUHY[PU[LY]LU[PVUWYHJ[PJLZHUKZLLRZ
[V[YHUZSH[L[OLT[V[OLZWLJPÄJZVM[OLSVJHSZP[\H[PVUPU0ZYHLSPVJJ\WPLK1LY\ZHSLT0[ZNVHSPZ[VKLJVSVUPaLIV[O
thought and space: to intervene in Western discourses about political art, and to resist the occupation through the 
collective activation of public space. The experience of participation is very much a bodily experience, a sharing of 
W\ISPJZWHJLZHUKJVSSLJ[P]LL_WLYPLUJLZ^P[OV[OLYIVKPLZ7HSLZ[PUPHUZ\UKLYZ[HUK[OH[[OLTVZ[LɈLJ[P]LMVYTVM
resistance is to activate places in unexpected and overlooked spaces, and to occupy them—to embody them. This 
cannot be currently accomplished by winning territory, or even by building new structures or public spaces, but 9,
]PL^PUN1LY\ZHSLT has successfully demonstrated the capacity of art to transform spaces into places, and to generate 
new possibilities for an art of counter-occupation.
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Abstract
:PUJL[OLILNPUUPUNVM[OLZ[JLU[\Y `Z[YLL[HY[OHZILJVTLHUPUJYLHZPUNS`WYVSPÄJWHY[VM[OL\YIHUSHUKZJHWL
Concurrently, street art has received growing attention from scholars from a number of disciplines such as art history, 
sociology and philosophy. One important point of discussion in academic literature has been the role that the street 
HZHZP[LWSH`Z PU [OL]PL^LY»Z PU[LYWYL[H[PVUVMHY[^VYRZHUKOV^ [OLHY[^VYRZTH` PU [\YU PUÅ\LUJL [OL]PL^LYZ»
perception and use of urban public space. This chapter expands the established notion that street art can have an 
PTWHJ[VUOV^^LYLSH[L[V\YIHUW\ISPJZWHJLHUKHYN\LZ[OH[Z[YLL[HY[PZWHY[PJ\SHYS`^LSSWVZP[PVULK[VHɈLJ[[OL
way we think and act with regard to the environment. This is demonstrated through the visual and contextual analysis 
VMHU\TILYVMZP[LZWLJPÄJZ[YLL[HY[^VYRZI`:WHUPZOHY[PZ[0ZHHJ*VYKHS[OH[HKKYLZZHUKWYVISLTH[PaLOV^O\THU
beings relate to nature in the urban environment.
Keywords
street art, visual ecocriticism, anthropocentrism, biocentrism, environmental art.
 
Introduction
The trees along this city street,
 :H]LMVY[OL[YHɉJHUK[OL[YHPUZ
Would make a sound as thin and sweet
 As trees in country lanes.
Since the beginning of the 21stJLU[\Y `Z[YLL[HY[OHZILJVTLHUPUJYLHZPUNS`WYVSPÄJMLH[\YLVM[OL\YIHUSHUKZJHWL
Concurrently, street art has received growing attention from scholars from a number of disciplines such as art history, 
sociology and philosophy. Street art is here understood as artworks that are created or placed in public space, or 
are visible from public space, and are perceived as unsanctioned (“perceived” because it will often be unclear to the 
casual viewer whether or not an artwork is actually sanctioned). It should be noted that the term “public space” in this 
chapter is taken to include so-called “publicly accessible spaces”, which is to say spaces that appear to be public but 
that are in fact privately owned.
1 -  This chapter is based on research that has been generously funded by The Crafoord Foundation and The Gyllenstierna 
2YHWWLY\W»Z-V\UKH[PVU
[…]
Oh, little leaves that are so dumb
 Against the shrieking city air,
I watch you when the wind has come,—
 I know what sound is there.1
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One important point of discussion in academic literature on street art has been the role the context of the street plays 
PU[OL]PL^LY»ZPU[LYWYL[H[PVUVM[OLHY[^VYRZHUKOV^[OLHY[^VYRZTH`PU[\YUPUÅ\LUJL[OL]PL^LY»ZWLYJLW[PVUHUK
\ZLVM\YIHUW\ISPJZWHJL9PNNSL">HJéH^LR0UWYL]PV\ZW\ISPJH[PVUZ0OH]LHYN\LKMVY^OH[0JHSSZ[YLL[
HY[»ZWV[LU[PHS[V[\YUW\ISPJZWHJLPU[VHZP[LVML_WSVYH[PVU;OLIHZPJPKLHILPUN[OH[PMHUHY[^VYRPZWLYJLP]LKHZ
unsanctioned and ephemeral, as something that should not really be there and might be gone soon, an unexpected 
encounter with such work can serve as an interruption that has the potential to pull the viewer out of the everyday and 
increase their awareness of their surroundings. In this way a street artwork can turn the everyday environment into a 
site of exploration and make people question how they see and use the city (Bengtsen, 2013; 2014).
This chapter expands on the already established notion that street art can impact how people relate to urban public 
ZWHJLHUKHYN\LZ[OH[Z[YLL[HY[PZWHY[PJ\SHYS`^LSSWVZP[PVULK[VHɈLJ[[OL^H`^LMLLS[OPURHUKHJ[^P[OYLNHYK
to the environment. While, for example, news stories, popular science documentaries, and information campaigns 
IHZLKVU YLZLHYJOJVUK\J[LK^P[OPU [OLUH[\YHS ZJPLUJLZHYL\ZLM\S MVY [YHUZTP[[PUN MHJ[ZHUKÄUKPUNZHIV\[ [OL
environmental challenges the world is facing, art broadly can involve an audience more subtly on an emotional level. 
It can address attitudes and lifestyle choices, as well as societal, existential and ethical values that inform our actions 
and that might therefore have an impact on the environment. This is a point I have previously made when writing 
from an ecocritical perspective about the studio work of American artist Josh Keyes (Bengtsen, 2015, p. 4). A central 
HYN\TLU[PU[OLWYLZLU[JOHW[LYOV^L]LYPZ[OH[Z[YLL[HY[OVSKZHZWLJPHSWV[LU[PHS^OLUP[JVTLZ[VPUÅ\LUJPUNOV^
we relate to the environment because it is often encountered unexpectedly in the setting of physical urban public 
ZWHJL^OLYLZ\YWYPZPUNZOPM[ZPUWLYZWLJ[P]LHUKTLHUPUNTH`PUZWPYLM\Y[OLYYLÅLJ[PVU
Territories
Fig. 1 - Isaac Cordal, no title (2015). Street installation in Stavanger, Norway as part of Nuart Festival.  
The sculptures in this image are approximately 10 cm tall. Photo: © Isaac Cordal.
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*VUZPKLYPUNOV^HY[JHUHɈLJ[WLVWSL»Z\UKLYZ[HUKPUNVM[OLYLSH[PVUZOPWIL[^LLUO\THUILPUNZHUK[OLLU]PYVUTLU[
PZ]P[HS(Z7YVMLZZVYVM(TLYPJHU3P[LYH[\YL3H^YLUJL)\LSS^ OVPZZLLUHZHWPVULLYPU[OLÄLSKVMLJVJYP[PJPZTHYN\LZ
¸BPDZZ\LZVM]PZPVU]HS\LJ\S[\YLHUKPTHNPUH[PVUHYLRL`Z[V[VKH`»ZLU]PYVUTLU[HSJYPZLZH[SLHZ[HZM\UKHTLU[HSHZ
ZJPLU[PÄJYLZLHYJO[LJOUVSVNPJHSRUV^OV ^HUKSLNPZSH[P]LYLN\SH[PVU¹W;O\ZL]LU[OV\NOVɈLYPUN[OL
public an intellectual understanding of environmental issues like climate change is undeniably important, eliciting an 
emotional response in viewers to, for example, the estrangement of human beings from nature may be even more 
instrumental in facilitating an actual change in behavior.
In this chapter, the relationship between street art and the environment will be explored through the visual and 
contextual analysis of street artworks by the Spanish artist Isaac Cordal, who is best known for his ongoing project 
*LTLU[,JSPWZLZ; since around 2006, Cordal has been placing in public space small sculptures of human beings 
– often balding, briefcase-carrying, white men in suits – that are either painted in drab colors or are left in the grey 
tones of the raw material they are made from. While cement was used to create the sculptures at the beginning of the 
project, the artist has more recently shifted to mainly working with resin.
A common feature in *LTLU[,JSPWZLZis the juxtaposition of the small, dreary-looking sculptures with urban plant life 
(see for example Figure 1). Given the attire of the sculptures, which brings to mind that of archetypical bureaucrats, 
I\ZPULZZTLU VY WVSP[PJPHUZ *VYKHS»Z PUZ[HSSH[PVUZ JHU IL PU[LYWYL[LK HZ JYP[PJHS JVTTLU[Z VU [OL \UZ\Z[HPUHISL
NYV^[OIHZLKJHWP[HSPZ[ZVJPL[`^OPJOJ\YYLU[S`KVTPUH[LZ[OL^VYSKLJVUVT `;OLHY[PZ[»Z^VYRJHUILZLLUHZH
JHSSMVYWLVWSL[VYLHZZLZZ[OLPYHU[OYVWVJLU[YPJ]HS\LZHUKYLÅLJ[VU[OLHɉUP[`VMO\THUILPUNZHUK[OLYLZ[VM[OL
biotic community – that is to say a community founded on biocentrism that includes as its members “soils, waters, 
plants, and animals, or collectively: the land” (Leopold, [1949] 1987, p. 204). Biocentrism is understood here as the 
idea that human beings neither stand outside the biotic community, nor above its other members (which all have 
intrinsic value), and that the collective interests of the biotic community should therefore govern human interest and 
inform human action (Buell, 2005, p. 134). In stark contrast to the views expressed by Leopold and Buell, according 
[V ZVJPVSVNPZ[ 1HJRS`U*VJR [OL>VYSK)HUR OHZ KLZJYPILK ¸ZVPS^H[LY HPY ÅVYH HUK MH\UH¹ HZ ¸UH[\YHS JHWP[HS¹
(2014, p. 28). Cock argues that this perspective “implies that nature should be measured and valued according to the 
ºZLY]PJLZ»P[WYV]PKLZMVYL_HTWSL[OLJHWHJP[`VM^L[SHUKZ[VÄS[LY^H[LY[OLJHWHJP[`VMMVYLZ[ZHUKZVPS[VJHW[\YL
and store carbon and so on)”, which “means the expansion of the market into all aspects of the natural world: an 
H[[LTW[I`JHWP[HS¶PU[OLUHTLVMWYV[LJ[PVU¶[VLɈLJ[[OLSHZ[LUJSVZ\YLVM[OLJVTTVUZ¶[OH[VM5H[\YLP[ZLSM¹
PIPK0UV[OLY^VYKZ[OLJVUZLX\LUJLVM[OL>VYSK)HUR»ZKLZJYPW[PVUHJJVYKPUN[V*VJRPZ[OH[UH[\YLPZ]HS\LK
ZVSLS`HZHYLZV\YJLMVYO\THUULLKHUKWYVÄ[*VYKHS»ZPUZ[HSSH[PVUZPU\YIHUW\ISPJZWHJLJHUILYLHKHZHJYP[PX\LVM
a legal-rational-oriented bureaucratic system that would produce in people such a utilitarian attitude towards nature, 
rather than recognize the intrinsic value of non-human members of the biotic community regardless of their perceived 
\ZLM\SULZZ[VO\THUILPUNZ;OPZJYP[PX\LJHUHSZVILYLSH[LK[V.LYTHUZVJPVSVNPZ[4H_>LILY»ZUV[PVU[OH[HZ`Z[LT
based primarily on legal-rational authority leads to a disenchantment of the world and traps the individual in an “iron 
JHNL¹VMI\YLH\JYHJ`B DW>OPSL>LILY»Z[L_[PZTVYL[OHU`LHYZVSK[OLTVKLYUZ[H[LPZZ[PSS
characterized precisely by its reliance on legal-rational authority, which leaves little room for types of social action that 
might involve a less utilitarian attitude towards non-human members of the biotic community.
0ZHHJ*VYKHS!WLYZWLJ[P]LZVU[OLJP[`HZHIPV[PJJVTT\UP[`
;OLPUZ[HSSH[PVUKLWPJ[LKPU-PN\YLPZX\P[L[`WPJHSVM*VYKHS»ZTVYLL_WSPJP[S`LU]PYVUTLU[HSS`VYPLU[LKHY[^VYRZJYLH[LK
in urban public space. In this and similar installations, the artist seems to be problematizing human estrangement from 
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UH[\YLHUK[OLSPTP[LKZWHJL[OLSH[[LYPZHɈVYKLKPU[OLJP[`"*VYKHSOHZOLYLWSHJLK[OLZJ\SW[\YLZVM[^VIHSKPUN
men clad in grey suits so they are facing what appears to be a dandelion that has pushed through the tarmac of a 
city street. The men are kneeling, their heads slightly lowered and tilted to the side, and they are both somewhat 
awkwardly holding up a briefcase in front of their stomachs. The arrangement of the sculptures next to the small 
green plant, as well as the kneeling position of the bodies, creates an air of reverence on part of the depicted humans 
PU YLSH[PVU [V [OL PUZ[HSSH[PVU»ZUVUO\THUTLTILYVM [OLIPV[PJJVTT\UP[ `;OLZJLUHYPVHSZV PU]VRLZHZLUZLVM
nostalgia and even romanticism, as the seemingly worn-out men gaze with sunken eyes at this vivacious element 
of plant life that has forced its way into the human-dominated world of the city. The cheerlessness of the scenario 
is further emphasized by the two decrepit slabs of concrete that, from the vantage point the photo was taken from, 
constitute the backdrop of the installation.
(Z PZ [OLJHZL^P[OTHU`HY[PZ[Z [OH[WYVK\JL^VYR PU [OLZ[YLL[*VYKHS»Z PUZ[HSSH[PVUZ PUWHY[ JYLH[LTLHUPUNI`
WSH`PUN^P[OWLYZWLJ[P]LHUKL_PZ[PUNLSLTLU[ZVM[OL\YIHULU]PYVUTLU["PU]PY[\LVM[OLPYZJHSL[OLO\THUÄN\YLZ
draw attention to details such as small pieces of uncultivated plant life, which otherwise often are negligible in size 
and easily overlooked by people moving in the city. The combination of the miniature sculptures and existing elements 
VM[OL\YIHULU]PYVUTLU[JYLH[LZH]PZ\HSZOPM[ [OH[LUHISLZWLVWSL[OH[JVTLHJYVZZVULVM*VYKHS»Z PUZ[HSSH[PVUZ
-PN0ZHHJ*VYKHSUV[P[SL:[YLL[PUZ[HSSH[PVUPU4HST:^LKLU7OV[V!7L[LY)LUN[ZLU
Territories
106
Urban Art: Creating the Urban with Art
[VZLL[OLTZLS]LZHUK[OLPYZ\YYV\UKPUNZMYVTKPɈLYLU[WVPU[VM]PL ^(ZHZ[H[LTLU[VU*VYKHS»Z^LIZP[LL_WSHPUZ
facilitating such a shift is an important part of the work:
With the simple act of miniaturization and thoughtful placement, Isaac Cordal magically expands the imagination 
VMWLKLZ[YPHUZÄUKPUNOPZZJ\SW[\YLZVU[OLZ[YLL[*LTLU[,JSPWZLZ PZHJYP[PJHSKLÄUP[PVUVMV\YILOH]PVYHZH
social mass. The art work intends to catch the attention on our devalued relation with the nature [sic] through 
HJYP[PJHSSVVR[V[OLJVSSH[LYHSLɈLJ[ZVMV\YL]VS\[PVU>P[O[OLTHZ[LY[V\JOVMHZ[HNLKPYLJ[VY[OLÄN\YLZHYL
placed in locations that quickly open doors to other worlds. The scenes zoom in [on] the routine tasks of the 
contemporary human being.2
Through the use of perspective shifts and surprising visual disruptions of daily routines, then, Cordal deliberately 
JHSSZH[[LU[PVU[VNLULYHSS`V]LYSVVRLKLSLTLU[ZVM[OLJP[`PUVYKLY[VJYLH[LHZWHJLMVYYLÅLJ[PVU0U[OLJHZLVM[OL
installation depicted in Figure 1, by identifying with, and mentally and emotionally putting themselves in the stead of, 
[OLTPUPH[\YLO\THUNLZ[HS[Z]PL^LYZTPNO[JVTL[VJVUZPKLY[OLPYYLSH[PVUZOPWUV[VUS`^P[O[OLZWLJPÄJKHUKLSPVU
the artist has incorporated, but also with other non-human members of the biotic community of the city. Further, the 
combination of the micro-scale of the sculptures with the macro-scale of the city has the potential to create in viewers 
H[VUJLHZLUZLVMHɉUP[`[VHUKHSPLUH[PVUMYVT[OLPYL]LY`KH`Z\YYV\UKPUNZHUKYV\[PULZ>OPSL[OLKYHIZJ\SW[\YLZ
can be seen as embodiments of what happens to human beings who are caught in the routines of a reigning paradigm 
VMYH[PVUHSP[`HUKLɉJPLUJ`ZVTL[OPUN[OH[HWWYV_PTH[LZ>LILY»ZILMVYLTLU[PVULKPYVUJHNL[OLKYLHY`JVUJYL[L
slabs may represent the contemporary city. The latter is itself a result of the rationalization of society, which has led to 
the gradual suppression of aspects of all members of the biotic community, human and non-human alike, as the value 
of actions has come to be measured on a short-sighted, purpose-rational scale.3
>OPSLZVTLVM*VYKHS»ZPUZ[HSSH[PVUZPUH]LY`L_WSPJP[THUULYHKKYLZZ[OLYLSH[PVUZOPWIL[^LLUO\THUILPUNZHUK
nature and promote a biocentric agenda, others are more subtle and may not immediately call for an ecocritical 
YLHKPUNPMZLLUPUPZVSH[PVU-VYL_HTWSL-PN\YLZOV^ZHJT[HSSZ[HUKPUN]LYZPVUVM[OLHY[PZ[»ZZPNUH[\YLIHSKPUN
THUPUHZ\P[HUK[PLVUHZ[YLL[PU4HST:^LKLU(U\TILYVMZJ\SW[\YLZSPRL[OLVULKLWPJ[LKOLYL^LYLWSHJLK
around the city as part of the street art festival (Y[ZJHWLin 2014. The sculpture is positioned on a row of protruding 
bricks approximately three meters above the pavement. The size of the sculpture in conjunction with its elevated 
placement creates the impression of a man standing on a ledge high above the street.
The way the man is depicted – body pressed up against the wall, feet sticking out over the side of the ledge, and head 
turned to the side as if he is averting his eyes from the drop before him – adds to the sense of the precariousness 
of the situation. The scenario is reminiscent of someone either being involuntarily trapped on a ledge and trying to 
avoid falling to their death or apprehensively contemplating suicide. While the installation does not visibly include 
any non-human members of the biotic community of the city, the human gestalt dressed in dreary-looking business 
attire can still be interpreted as a representative of our current growth-based capitalist society. His placement on the 
ledge, then, may be seen as a visual metaphor for the dangers of relying on an unsustainable economic, political 
and societal system that is too taxing on the environment, and his looking away may be illustrative of our collective 
\U^PSSPUNULZZVYPUHIPSP[`[VMHJL[OLPZZ\LZPUMYVU[VM\Z;OLTHU»ZWVZZPISLMHSSJV\SKYLWYLZLU[[OLWS\UNLPU[VHU
abyss of environmental disaster that may await us all if no viable alternative to the current anthropocentric societal 
paradigm is found in time. This interpretation is of course further substantiated when the installation is seen in the 
JVU[L_[VM*VYKHS»ZSHYNLYIVK`VM^VYR
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>OLUJVUZPKLYPUN [OLHY[^VYRZZV MHYHUHS`aLK P[ PZJSLHY [OH[ [OLJVU[L_[VM [OLJP[`WSH`ZHRL` YVSL PU*VYKHS»Z
installations. Art that seeks to highlight urban public space – and, by extension, the world – as not just host to a 
community of human beings, but to a wider biotic community, gains poignancy from being embedded in that everyday 
JVU[L_[YH[OLY[OHUHWWLHYPUN^P[OPU[OLJVUÄULZVM[OL[YHKP[PVUHS¸^OP[LJ\IL¹VM[OLNHSSLY`VYT\ZL\T
 
Fig. 4 - Isaac Cordal, 9LTLTIYHUJLZMYVTUH[\YL (2015). Resin, plastic and concrete, 19 x 38 x 15,25cm. 
Photo: © Isaac Cordal.
Fig. 3 - Isaac Cordal, no title (2013). Street installation in Nantes, France. Photo: © Isaac Cordal.
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That the context of urban public space adds meaning to the street artworks becomes very clear when considering the 
installations depicted in Figures 3 and 4. Whereas the former shows an installation on the street in Nantes, France, the 
SH[[LYPZHUPTHNLVMHZJ\SW[\YHS^VYRL_OPIP[LKPUHNHSSLY`ZL[[PUN;OLHY[^VYRZLHJOMLH[\YLHKPɈLYLU[]HYPH[PVUVM
*VYKHS»ZTLUPUNYL`Z\P[ZIV[OVM^OPJOZLLT[VILJVU[LTWSH[PUNHZTHSSWH[JOVMNYLLUNYHZZ
;OLKPɈLYLUJLIL[^LLU[OL[^VHY[^VYRZWHY[S`JVTLZKV^U[VTH[LYPHSWYVWLY[PLZ-VYL_HTWSL[OL\ZLVMZ`U[OL[PJ
grass arranged by the artist in the gallery work creates a less evocative and convincing juxtaposition between the 
elements that stand in for culture and nature than the inclusion in the street work of real, wild grass that pushes 
[OYV\NO[OL[HYTHJVM^OH[SVVRZSPRLHWHYRPUNSV[,X\HSS`ZPNUPÄJHU[PZ[OH[[OLNHSSLY`^VYRPZ\UHISL[VYLWSPJH[L[OL
LɈLJ[VM[OLL_WHUZP]LZWHJL[OH[PZ[OLJVU[L_[VM[OLZ[YLL[PUZ[HSSH[PVU0U[OLZ[YLL[P[PZ\UJSLHYL_HJ[S`^OLYL[OL
boundary of the artwork is. This makes it easy for the viewer to mentally extend the scenario arranged by the artist to 
other parts of the everyday environment. Conversely, the base of the gallery work, which seems to be made from a 
slab of concrete, is clearly delimited. This sets the staged scenario apart from the surrounding environment inhabited 
I`[OL]PL^LYHUKJVU[YPI\[LZ[VYLTV]PUN[OLHY[^VYRMYVTHUL]LY`KH`JVU[L_[¶HULɈLJ[[OH[PZH\NTLU[LKI`[OL
placement of the artwork on a white plinth in the white room of a gallery. While it may still be able to convey to the 
viewer an air of nostalgia regarding the relationship between humans and nature, the isolated gallery work – with its 
Ä_LKKPTLUZPVUZHUKPUJS\ZPVUVMVUS`O\THUTHKLLSLTLU[Z¶IL[YH`Z[OLMHJ[[OH[L]LY`[OPUNPZ\UKLY[OLZ[YPJ[
control of the artist. It does not encourage the viewer to look beyond the artwork itself like the street installation 
KVLZ(ZWYL]PV\ZS`WVPU[LKV\[PU[OL]HZ[JVU[L_[VM\YIHUW\ISPJZWHJL[OLHKKP[PVUVM*VYKHS»ZZJ\SW[\YLZIYPUNZ
attention to otherwise easily overlooked non-human members of the biotic community. The incongruent scales of 
the elements of the street installation and its surrounding environment play an important role in creating a shift in 
WLYZWLJ[P]L[OH[JHUVWLU\WHZWHJLMVYJYP[PJHSYLÅLJ[PVU-VYL_HTWSL[OLWH[JOVMNYHZZJHUH[VUJLILZLLUHZ
very small (if considered in relation to the expansive context of urban public space) and larger (if seen in relation to 
the human sculpture). In the gallery setting, on the other hand, the diminutive size of the grass patch is not apparent 
PU[OLZHTL^H`ILJH\ZL[OLYLHYLUVKPɈLYLU[S`ZJHSLKLSLTLU[ZVML]LY`KH`SPMLL_[YHULV\Z[V[OLPUZ[HSSH[PVU[OH[
can create a visual disruption. 
+VJ\TLU[PUN[OLHY[PZ[»ZWLYZWLJ[P]L
;OPZJOHW[LYOHZZVMHYKPZJ\ZZLKOV^LUJV\U[LYPUN*VYKHS»ZHY[^VYRZPU[OLZ[YLL[TH`PUÅ\LUJL[OL^ H`WLVWSLYLSH[L
to the environment and instill in the viewer a more biocentric attitude. It should be noted, however, that photographs of 
Z[YLL[PUZ[HSSH[PVUZMVYTHUPTWVY[HU[WHY[VM*VYKHS»ZVL\]YLHUK[OH[[OLHY[PZ[KVLZUV[HS^H`ZSLH]LOPZPUZ[HSSH[PVUZ
in place after they have been documented photographically. In other words, sometimes a street installation will be 
staged mainly as a means to produce a photograph, rather than as an end in and of itself.
The artwork depicted in Figure 2 is an example of an installation that is intended by the artist to be relatively permanent. 
This is evident by its elevated placement, which, along with its attachment to the wall with what looks like rubber 
cement, makes it is hard to reach and remove. In comparison, the installations depicted in Figures 1 and 3 are less 
WLYTHULU[;OL`HYLWSHJLK PUH]\SULYHISLWVZP[PVUVU [OLNYV\UKHUKHYLUV[WO`ZPJHSS`Hɉ_LK[V [OLZP[L 0[ PZ
possible, then, that these installations were mainly staged for the purpose of Cordal creating photographs, and that 
[OLHY[PZ[ [VVR [OLZJ\SW[\YLZ^P[OOPTHM[LY [OLWOV[VZ^LYL [HRLU/V^L]LY^OPSLZVTLVM*VYKHS»Z PUZ[HSSH[PVUZ
may be present on the street for only a short time (even by the standards of ephemeral street art), they still have the 
potential to attract the attention of passersby while they are there.
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:LLPUN[OLHY[PZ[»ZWOV[VNYHWOZVMPUZ[HSSH[PVUZPUHNHSSLY`VYVUSPULPZ]LY`KPɈLYLU[MYVTL_WLYPLUJPUN[OLPUZ[HSSH[PVUZ
PUWLYZVUPU\YIHUW\ISPJZWHJL-PYZ[PUHJJVYKHUJL^P[O[OLHYN\TLU[ZWYL]PV\ZS`THKLPU[OPZJOHW[LYZPNUPÄJHU[
meaning is lost when installations are experienced outside of the everyday context of the street. As I have discussed 
elsewhere, unexpectedly coming across seemingly unsanctioned artworks in urban public space can be an interruption 
that instills in the viewer a sense of exploration and encourages engagement with both the artwork and the everyday 
LU]PYVUTLU[)LUN[ZLUW:LJVUKHWOV[VNYHWOVɈLYZHZPUNSL]HU[HNLWVPU[HUKHZWLJPÄJMYHTPUNVM
an installation, leaving out the majority of the wider context the artwork is embedded in. As with the gallery installation 
depicted in Figure 4, this can make it harder for the viewer to mentally connect the depicted scenario to other parts 
of the everyday environment.
The use of the photographic medium may, however, also have potential positive implications for the dissemination of 
a biocentric way of thinking. A photograph allows the artist to frame the sculptural work and emphasize certain details 
in a way that helps ensure that the viewer sees precisely what the artist wants them to see. An example of this is the 
inclusion of the concrete slabs as a backdrop in Figure 1. Exposure to photographs of installations that explicitly deal 
with the relationship between human and non-human members of the biotic community can also form a background 
for understanding the installations that are left in place in public space, including those that are more subtle and 
that would not otherwise immediately call for an ecocritical interpretation. Further, a photo that is spread online may 
YLHJOHZPNUPÄJHU[S`SHYNLYH\KPLUJL[OHU[OLKLWPJ[LKPUZ[HSSH[PVUP[ZLSM^V\SKOH]L-VYL_HTWSLVU0UZ[HNYHTHSVUL
Cordal has more than 28,000 followers who might see, comment on and even repost the images of his street works. 
In addition, whereas on the street the installations have to speak for themselves, on Instagram (as well as in similar 
TLKPHJVU[L_[ZPTHNLZHYLVM[LUHJJVTWHUPLKI`H[L_[[OH[JHUZ[LLY[OL]PL^LY»ZPU[LYWYL[H[PVUI`THRPUNL_WSPJP[
the biocentric agenda of the artworks. While a digital context can in this way add an explicitly ecocritical layer to the 
KLWPJ[LKHY[^VYRZP[ZOV\SKILUV[LK[OH[PU[OLJVUZ[HU[ÅV^VMPTHNLZVU0UZ[HNYHTHUKV[OLYHWWZP[PZ\UJSLHY
^OH[RPUKVM PTWHJ[ [OLZOHYLKTH[LYPHS YLHSS`OHZ;OPZ PZVMJV\YZLHSZVKPɉJ\S[ [VTLHZ\YL PU YLSH[PVU [VZ[YLL[
artworks. However, the argument in this chapter is that the experience of unexpectedly discovering an artwork in 
urban public space is more likely to create an interruption of the everyday than seeing a post on social media, and 
therefore also more likely to engage the viewer on a deeper level.
Conclusion
Through a discussion of selected works by the Spanish artist Isaac Cordal, this chapter has argued that street art is in 
HZWLJPHSWVZP[PVU[VHɈLJ[[OL^ H`WLVWSLMLLS[OPURHUKHJ[^ P[OYLNHYK[V[OLLU]PYVUTLU[HUKUVUO\THUTLTILYZ
of the biotic community. While artworks in a designated art space like the “white cube” of a museum or gallery 
certainly can address environmental issues, the particular context of urban public space enables ephemeral street 
artworks to reach people unexpectedly in their everyday environment. Such encounters can create interruptions in 
the daily routine of viewers and cause them to pay attention to, and question, their surroundings and values, including 
JVU[LTWVYHY`ZVJPL[`»ZWYLKVTPUHU[S`HU[OYVWVJLU[YPJHUKSLNHSYH[PVUHSIHZPZMVYYLSH[PUN[VV[OLYTLTILYZVM[OL
biotic community.
0U[OLZ[YLL[*VYKHS»ZJVTIPUH[PVUVMTPUPH[\YLZJ\SW[\YLZHUK[OLSHYNLZWHJLZVM[OLJP[`JYLH[LZH]PZ\HSZOPM[[OH[
LUHISLZWLVWSL[VZLL[OLTZLS]LZHUK[OLJ\S[\YL[OL`HYLWHY[VMMYVTHUL^WVPU[VM]PL ^;OPZ PZHULɈLJ[[OH[
^V\SKILKPɉJ\S[[VYLWSPJH[LPU[OLJVUÄULZVMHNHSSLY `;OLJVU[L_[VM\YIHUW\ISPJZWHJLHKKZTLHUPUN[V*VYKHS»Z
PUZ[HSSH[PVUZPUWHY[ILJH\ZLP[PZUV[HUHY[PÄJPHSJVUZ[Y\J[THKLZVSLS`MVY[OLILULÄ[VM[OLHY[^VYRVY[OL]PL^LYI\[
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rather is an organic and integral part of the everyday environment where people live. Likewise, while posting images of 
street installations on social media can help further a biocentric agenda, the impact of seeing depictions of the street 
artworks in this context is not directly comparable to encountering the installations in urban public space.
(Z[OLJOVZLUJHZLZOH]LKLTVUZ[YH[LK*VYKHS»ZZ[YLL[HY[^VYRZ]PZ\HSPaLHUKWYVISLTH[PaLLU]PYVUTLU[HSPZZ\LZPU
KPɈLYLU[^ H`Z>OPSLZVTLPUZ[HSSH[PVUZJHUILPU[LYWYL[LKHZZWLHRPUN[VO\THULZ[YHUNLTLU[MYVTUH[\YLI`KPYLJ[S`
juxtaposing sculptures of people with elements of urban plant life, others are more subtle. In the latter cases, however, 
[OLMYLX\LU[PUJS\ZPVUPU[OLHY[PZ[»ZPUZ[HSSH[PVUZVMKYLHY`SVVRPUNIHSKPUN^OP[LTLUPUNYL`Z\P[ZJHUILZLLUHZH
visual allusion to the impact of an unsustainable, growth-based and legal-rational society on both human life and the 
wider biotic community. Even when seen in isolation, then, such works may create an interruption in the everyday and 
cause viewers to pay attention to, and question, their surroundings and values, including their anthropocentric attitude 
towards other members of the biotic community.
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1 - Excerpt from the poem “City Trees” by Edna St. Vincent 
Millay, :LJVUK(WYPS. New York: Mitchell Kennerley, 1921, p. 3.
2 - O[[W!JLTLU[LJSPWZLZJVTHIV\[ (retrieved 2016.12.19). 
The importance of the dynamic between the miniature sculptures 
and the expansive urban environment is also highlighted in the 
[P[SLVM*VYKHS»ZTVUVNYHWO*LTLU[,JSPWZLZ:THSSPU[LY]LU[PVUZ
PU[OLIPNJP[` (2010).
3 - A symptom of this is a tendency to focus on short-term 
ILULÄ[Z VM HJ[PVUZ YH[OLY [OHU [OLPY SVUN[LYT JVUZLX\LUJLZ
This can for example be seen in the way contemporary society 
to a large extent is run by career politicians who often seem more 
concerned with their own personal interests (e.g. appeasing 
]V[LYJVUZ[P[\LUJPLZ[VLUZ\YLYLLSLJ[PVUVYZLJ\YPUNWYVÄ[HISL
positions in the corporations and organizations they are meant 
to regulate) than with making value-based – and potentially 
\UWVW\SHY ¶ KLJPZPVUZ [OL` ILSPL]L ^PSS ILULÄ[ [OL IPV[PJ
community as a whole in the long-term.
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1V]HURH7VWV]H
Art historian and curator, press to exit project space
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Abstract
;OPZ [L_[ WYLZLU[Z H ZLYPLZ VM J\S[\YHS HUK ZVJPVWVSP[PJHS KPZJV\YZLZ YLMLYYPUN [V 1HJX\LZ 9HUJPuYL»Z UV[PVU VM
WHY[PJPWH[PVUPUKLTVJYH[PJYLNPTLZ^OPJOPZ\Z\HSS`YLK\JLK[VHX\LZ[PVUVMÄSSPUNZWHJLZSLM[LTW[`I`WV^LY0U
this sense, the possibilities and limits for the shifting place of art practices are examined. Where can they possibly 
exceed traditional boundaries and break through institutional terms, transforming everything into a politics of life by 
WYVK\JPUNIV[O!HɈLJ[HUKHULɈLJ[&
Keywords
engaged art practices, protest movement, precariousness, general intellect, immaterial workers. 
 
1. 0U[YVK\J[PVU!
Art that is intentionally produced for institutions, such as museums, occupies a privileged space of politiciza-
[PVUJSVZLS`YLSH[LK[VULVSPILYHSWYVJLZZLZ0[[LUKZ[VKLJYLHZL[OLLɈLJ[ZVMULVSPILYHSPZTI\[HSZV[HRLZWHY[PU
new economic and geopolitical distribution of power. Culture, in general, is employed in order to restore economically 
destroyed spheres, to promote educational strategies, and to design social spaces. By being used in daily politics as 
mechanisms of intervention and renovation, contemporary art supports the stabilization of neoliberal strategies by 
occupying real-life spaces. 
;OL\ZLVMMYLLSHUJLYZWYLJHYPV\ZJ\S[\YHS^VYRLYZJVTPUNMYVTUVUWYVÄ[VYNHUPaH[PVUZHZYLWYLZLU[H[P]LZ
of a prospective market for the so-called “creators of culture” also became a trend. Political strategies have stretched 
their way out through  the domain of diverse “cultural options.” But culturalization is not only the transmission of politi-
cal questions into cultural ones. Culturalization tends to become an ideological education for the masses or the sub-
QLJ[ZVM[OLJHWP[HSPZ[VYKLY(UK[OLWYLÄ_¸J\S[\YHS¹PZQ\Z[[OLULVSPILYHSMVYTVMHUL^ZVJPHSSP[LYHJ`·UL^L_WLY[PZL
or the ones who ”know-how-to-do it.”
;OLLɈVY[[VILJYP[PJHSPU[OLÄLSKVMJ\S[\YHSWYVK\J[PVUYLTHPUZ\U[Y\[OM\SHUKP[VUS`LTLYNLZHZHUHLZ-
thetic of administration, shifting between the market, state, and freelance activism. This kind of critique shows no ca-
WHJP[`[VHIHUKVUP[ZJVTMVY[HISLWVZP[PVU^OPJOZL[ZP[VɈMYVT[OLMVYTHSHY[PJ\SH[PVUVM[OLULLKZVM¸JSHZZJ\S[\YHS
^VYRLYZ¹0[KVLZUV[PU[LY]LULPUYLHSSPMLHJ[P]P[ `0UZ[LHKP[PZ[OLULNV[PHISLTPKKSLJSHZZ»ZPU[LYWYL[H[PVU^OPJOVUS`
makes a distinction between the conscious bourgeois and the consumer of spectacular kitsch. Critical stance appears 
as a trademark for the enlightened citizen.
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2.
The recent Macedonian government-organized project :RVWQL and the rebellious acts in the arts and 
protest movements in response to it serve as the case study to examine the possibilities and limits of the shifting place 
of art practices beyond the institutional. What happened in Macedonia just a few years ago in 2009 was unreasonable 
and shocking. The government announced large-scale developments for the city center, including a complex of build-
ings and monuments built in inappropriate public spaces, without consulting professional opinion, without a broader 
L_HTPUH[PVUVM[OLZ\IQLJ[VM\YIHUP[`VYJP]PJPU]VS]LTLU[0U[OLNV]LYUTLU[»ZUH[PVUHSPZ[PJJLUZ\YPUNVM[OLWHZ[P[
replaced the modernist facades of buildings with baroque and neo-classicistic designs – obsolete historical styles that 
never existed in the history of architecture in Macedonia. An enormous amount of public money was spent on cover-
ing modernistic architecture with inauthentic facades. Public space was packed full with numerous sculptures and 
monuments of disputable heroes from the national pantheon, a newly built triumph arch, and a 22-meter-high bronze 
statue of Alexander the Great in the main square, which purportedly attests to the antique patrimony of Macedonian 
WLVWSL;OLWYVQLJ[P[ZLSMYLÅLJ[Z[OLUH[PVUHSPZ[PJH\[OVYP[HYPHUYLNPTLWVW\SPZTHUKOLNLTVU`VM[OLYPNO[^PUNY\S-
ing party. Even though dissatisfaction, especially among intellectuals, had been rising, most people actually approved, 
or even more incredible, liked the project.  
(YJOP[LJ[\YLZ[\KLU[ZPUP[PH[LK[OLÄYZ[WYV[LZ[HJ[P]P[PLZ:PUJL[OLUSPURLK[V[OLWYV[LZ[HJ[PVUZVU[OLSL]LS
of similar politics, many art projects constituted social activism. Artists actualizing these kinds of projects were deal-
ing with an attempt to intervene in the public sphere in order to actualize or resolve urgent questions in society, in all 
of its complexity. The results from these kinds of actions were exhibited mostly within the frames of the institutional 
gallery space. 
Starting from the premise of Claire Bishop (2012) that “contemporary capitalism produces passive subjects 
with very little agency or empowerment,” participatory art then “seek[s] to stimulate the public and turn them away 
from the passive, private consumption of spectacle in favor of creating a shared space for collective social engage-
ment through constructive or symbolic gestures that have social impact and create new alternatives.” But, set in gal-
lery space, artworks or projects dealing with activist practices or protest groups are questionable. The projects remain 
IHZLKVUYLLUHJ[TLU[HUKH\KPLUJLZ^P[ULZZ[OL[YHUZMVYTH[PVUVM[OLLɈLJ[ZMYVT[OLYLHSVUS`HZHWLYMVYTHUJL
– or art. And, although the languages of struggle, protest, and subversion were extremely dominant in art debates in 
[OLSHZ[ZL]LYHS`LHYZ[OPZKVLZUV[ULJLZZHYPS`YLZ\S[PULɈLJ[P]LULZZPU[LYTZVMKPZVILKPLUJL![OLZLRPUKZVMWYVQ-
ects often simulate real social activism with the resonance of implications within the art system itself, but with no real 
consequences. Gaining knowledge about reality demands a certain distance, achieved through an imposed passivity. 
:VJVUZLX\LU[S `[OLPU[LSSLJ[\HSZ^OV^LYLUV[JVUÄKLU[LUV\NO[VZHIV[HNLHUKHJ[PUHYHKPJHS^H`PU[OLZ`Z[LT
that they criticize, take the voice of the weak and marginalized showing real fascination with their object of study. 
Generally speaking, the contradictions of the intellectual stratum can be explained through the contradiction 
between theory and practice. Intellectuals are a contradictory class, as such. The extreme division in their position 
is based on the fact that, although they have admission to the establishment of the society through knowledge and 
the leisure to imagine and rethink the possibilities through art, they do not possess political or economic power. And, 
although closely introduced to the ruling class of society – through their action and in their lifestyle – they do not 
conform to them. On the contrary, they often tend to act from the margins, in space close to neither the upper class 
UVY[OL^VYRPUNJSHZZ(UKOLYLHUV[OLYWYVISLTHYPZLZPU[OLPYLUNHNLTLU[PU[OLÄLSKVMHY[HJ[P]PZT![OLJVTTVU
\UKLYZ[HUKPUN[OH[[OL`JHUHSZVZLY]L^P[OPUJHWP[HSPZTHUKTVYLV]LYTHRLHWYVÄ[MYVTSHIVYZ[YPWWLKVMYPNO[Z
Artists who use their life as material for their work often exploit the marginalized subjects. The examples are artistic 
and curatorial activist practices that tend to give a voice to those who are silenced in the hegemonic system. So, the 
X\LZ[PVUPZ!0Z[OLYLHTVKLSMVYHULUNHNLTLU[[OH[YLMLYZ[V[OLPYHJ[WVSP[PJHSS`TVYL[OHU\UHɈLJ[LKS`HLZ[OL[PJHSS`&
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The problem, according to Groys (2009), is not that the political sphere of the arts has already become aes-
theticized. Groys interprets the artistic process of art activism as something that often cedes its territory to a political 
ZWOLYL[OH[OHZUVULLKVMHUHY[PZ[HZHUL_WLY[PU[OPZÄLSK^P[OHWWYVWYPH[LLK\JH[PVUVY[OL[LYTHY[HZZ\JO
When art becomes political, it is forced to make the unpleasant discovery that politics has already become art and that 
P[OHZHSYLHK`ZP[\H[LKP[ZLSMPU[OLHLZ[OL[PJÄLSK;OLYLPZUVIL[[LYL_HTWSLMVY.YV`Z[OHU[OLYLWYLZLU[H[PVUVM[LYYVY
itself, which constitutes an image-production machine: the terrorist, Groys (2008: 122-126) argues, consciously and 
artistically stages events that produce his own easily recognizable aesthetics, with no need of an artist to represent 
them in mediation. Images of the defeated and humiliated also bypass the need for an artist. Therefore, Groys sug-
NLZ[Z[OH[[OLWVPU[PZUV[[OH[HY[ZOV\SKJVUX\LY[OL[LYYP[VY`VMWVSP[PJZ0UZ[LHKP[ULLKZ[VÄUKP[Z^ H`PU[VH[LYYP[VY`
that is now being conquered by political and economic forces. Consequently, artists dealing with engaged practices, 
Q\Z[HZJ\YH[VYZ^OVILJHTL[OLUL^JYP[PJZ\UZH[PZÄLK^P[O[OLPYWVZP[PVUHYL¸MVYJLK¹[VLU[LYW\ISPJHJ[P]PZTVY
the masses. Mostly, the links between the arts and the protest movements were widely recognized because of the 
initiating role of the artists from the very beginning, which leads to the old questions about the borders between art 
HUKHJ[P]PZTL_WYLZZLKPU5H[V;OVTWZVU»ZWOYHZL¸MHYIL`VUK[OLHY[Z¹
3. 
Despite the entertaining appearance of their images on social media, the initial rebellious movements in Sko-
pje in 2016 escalated into a mass protest called the Colorful Revolution. It mobilized thousands of people who vented 
[OLPYHUNLYI`[OYV^PUNWHPU[VU[OLTVU\TLU[Z¶Z`TIVSZVM [OLNV]LYUTLU[»ZVWWYLZZPVUHUKOLNLTVU `¸;OPZ
PZU»[Q\Z[HJHZLVMWYV[LZ[VYZ^YP[PUN[OLPYHUNLYVU^HSSZ0U:RVWQL[OL^HSSZ[OLTZLS]LZHYLWHY[VM[OLWYVISLT¹
announced the media. And although peaceful in its nature, the movement covered all of the government institutions 
and Skopje 2014 monuments in multicolor paint. 
So, the questions arise: If there is an aesthetics of protest, do we have serial images produced at once as 
its representation? Does the protest that is being organized around short sequences of images do what Hito Steyerl 
would call “editing”? Articulation of protest is being held on two levels: the language of the protest or verbalization 
and visualization; and the same combination of concepts that are shaping the structure of the internal organization of 
[OLWYV[LZ[HJ[\HSS`[^VKPɈLYLU[[`WLZVMJVTIPUPUNKPɈLYLU[LSLTLU[Z!VU[OLSL]LSVMZ`TIVSZHUKVU[OLSL]LSVM
political powers. What kind of political meaning can come out of this type of articulation?   
(ZHYN\LKI`OPZ[VYPHUHUKHY[[OLVYL[PJPHU5LIVQúH=PSPǅHM[LYJVSVYPUN[OLVIQLJ[ZVM:RVWQL
^OPJOOPNOSPNO[LK[OLPYHIZ\YKP[ `[OLWYV[LZ[LYZ»PU[LY]LU[PVUZVUMHJHKLZHUKVU[OLZ[YLL[Z[VVRHUL^JV\YZL-PYZ[
the image turns into text, the painting to writing. The initial intensive colors poured on the facades, were replaced with 
more pleasant and enjoyable pastel colors. Thus, the Colorful Revolution of radical, rebellious red and black became 
pleasant to watch: pink, turquoise, and violet soft as if they were the consensual compromise between colors from 
[OLWHSL[[L;OLWYV[LZ[ZILJHTLHRPUKVMJVUZLUZ\HSJVTWYVTPZLIL[^LLUWYV[LZ[LYZHUKWVSPJL"HZ[OLWYV[LZ[LYZ»
WHSL[[LVMJVSVYZZVM[LULK[OLWVSPJLILNHU[VZ[H`PUKPɈLYLU[[V[OLHJ[VMWHPU[PUN0[PZKPɉJ\S[UV[[VUV[PJL[OH[
[OLU\TILYVMWYV[LZ[ZYHWPKS`PUJYLHZLK;OLKPɈLYLUJL[V^HYKWYV[LZ[ZTV]LTLU[ZMYVT[OLWHZ[HUK[OLZVJHSSLK
Colorful Revolution, concerning the design and performative elements, taken as a form from arts, is also noticeable, 
just as the number of people who were involved in it. 
Still, being based on the values of liberal democracy, the Colorful Revolution did not dissolve important 
VIZ[HJSLZ0[KPKUV[WVZZLZZ[OLZ[YLUN[OMVY[OLTHZZTVIPSPaH[PVUVMKPɈLYLU[ZLNTLU[ZVMZVJPL[`!VULVM[OLJVU-
KP[PVUZMVYZPNUPÄJHU[WVSP[PJHSJOHUNL0[ZMHPS\YL^HZILJH\ZLVM[OL\ULX\HSZVJPHSNYV\WZZ\WWVY[HZHYLWYLZLU[Z
of the ruling party and its opposition. Hence, the voters of the ruling party (as the counter-protestors in the Colorful 
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Revolution) are recognized as the most oppressed social stratum in society, the poor and the workers. On the other 
hand, the protestors, mainly followers of the opposition, who do not identify themselves as workers, marched from 
the relatively comfortable position of economic security. They emerged as representatives of citizenship. The Colorful 
Revolution failed to avoid the elitist moment. Mostly through social media, it started to emphasize young and fancy 
ÄN\YLZ^P[O[OLPYIYHUKLKHWWLHYHUJLZHZHJV\U[LYWVPU[[V[OLWVVYHUK\UH[[YHJ[P]LJV\U[LYWYV[LZ[LYZ(Z5LIVQúH
=PSPǅWVPU[ZV\[HS[OV\NOPUP[PHSS`WYVSLM[PZ[[OL*VSVYM\S9L]VS\[PVUPKLU[PÄLKTHPUS`[OYV\NO[OLJVUJLW[VMJP[PaLUZOPW
as compromised and consensual social category, was not able to tap into the radical and dissensual oppressed and 
\UKLYWYP]PSLNLKJSHZZLZ0UHKKP[PVUHS[OV\NO[OLYL^LYLUVLSLTLU[ZVMH\[OVYZOPWPKLU[PÄLK[OYV\NO[OLJVSVYPUNHZ
an artistic act, the statement written on the newly built triumph gate “Macedonia: The art of citizens” confronts the 
THPUYL]VS\[PVUHY`NVHSZPUJL[OLHY[KVLZUV[PUJS\KL[OLJVSSLJ[P]LI\[[OLHY[PZ[PUKP]PK\HSHZZ\JO
 ;OLWYV[LZ[PUWVSP[PJHSHUKZVJPHS[LYTZ^HZHULɈVY[[VYLJVUÄYTKLTVJYHJ `/V^L]LYH[[OLZHTL[PTL
it failed to extend its limits as a social act of resistance on behalf of the citizenship represented by precarious work-
ers, or the general intellect. The protest movement failed because it did not reach beyond the borders of the general 
PU[LSSLJ[;OL¸NLULYHSPU[LSSLJ[¹PU4H\YPaPV3HaaHYH[V»Z[LYTZPZHYLWYLZLU[H[PVUVMHZVJPHSZ[YH[\TVMPT-
material workers whose presence is set upon the old modernist presumption: that it is always necessary to draw the 
line between invention and work, creativity and routine. The protest means “the reactivation of the social body. But 
the energy coming from protest must be transferred into the real place of production: not just the urban territory, but 
[OLIPVÄUHUJPHSNSVIHSUL[^VYRHUKYLHSSPMLYLSH[PVUZ¹kaLUNPHUK;HU
The intellectuals established a zone where breaks occurred in social reality. As freethinkers, they are the most demo-
cratic strata but also the leaders (although not in commanding positions) in the most authoritarian spheres, like edu-
JH[PVUHUKL_WLY[NV]LYUHUJL;OL`LTIVK`ZVJPL[`»ZJVU[YHKPJ[PVUZIL[^LLU [OLJVUZVSPKH[PVUHUKL_WSVP[H[PVU
between solidarity and the division of labor, or between the intellectual and the material labor. On the opposite, those 
excluded from the privilege of leisure or liberal education, in constant urge to gain the attributes of intellectual con-
[YHKPJ[PVUZL_PZ[HSZV0U[VKH`»ZZVJPL[ `[OPZKP]PZPVUZSV^S`KPZHWWLHYZ^P[O[OLMHJ[[OH[[OLYLHYLTVYLHUKTVYL
possibilities (starting with education again) for everyone to become an intellectual. Meanwhile, the utopia is realized in 
the opposite sense, when the intellectuals turn into the “immaterial workers.” 
4.
/LUJL[OLX\LZ[PVU!:OV\SK[OL¸ NLULYHSPU[LSSLJ[¹ILKLÄULK[OYV\NO[OL[LYTZVM[OLTVZ[VWLYH[P]LMVYTVMWYVK\J-
tion under capitalism or is it more important to give consideration of less pragmatic meaning that cannot be reduced 
[VRUV^SLKNLHUKX\HSPÄJH[PVUZ&>PSS[OLNLULYHSPU[LSSLJ[L]LYILPU[OLWVZP[PVU[VIL[OLH]HU[NHYKLVMWYV[LZ[&
Even though precarious, this social stratum still owns its means of production: the general intellect, which is on its 
own. The general intellect and its embodiment in the immaterial worker, must take up a more avant-gardist position, 
namely on the side of the oppressed based on its isolation from this same intellectual instrumentalization. In addition, 
P[PZÄUHSS`[PTLMVYHY[PZ[ZJYP[PJZHUKZJOVSHYZ[VZ[VWSLJ[\YPUNHUKSLHYUOV^[VZ[HUKPUZVTLVULLSZL»ZZOVLZ>OH[
^LULLKPZ[VJYP[PJHSS`YLL_HTPUL[OLTH[LYPHSP[`VMH^VYSKMHJPUNVUNVPUNTVKPÄJH[PVUHUK[VQVPU[OLTHYNPUHS-
PaLKPU[OLWYVJLZZVMWYVK\JPUNHUHWWSPJHISL[OLVY`[OH[\UPÄLZ[OLLZZLU[PHSJYP[PX\L^P[OHUL^MVYTVMWYHJ[PJL
(Z*OHU[HS4V\ɈLL_WSHPULK!¸;VKH`HY[PZ[ZJHUUV[WYL[LUKHU`TVYL[VJVUZ[P[\[LHUH]HU[NHYKLVɈLYPUNH
radical critique, but this is not a reason to proclaim that their political role has ended. They still can play an important 
role in the hegemonic struggle by subverting the dominant hegemony and by contributing to the construction of new 
subjectivities. In fact, this has always been their role and it is only the modernist illusion of the privileged position of 
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the artist that has made us believe otherwise. Once this illusion is abandoned, jointly with the revolutionary conception 
of politics accompanying it, we can see that critical artistic practices represent an important dimension of democratic 
politics.” This does not mean, though, as she declares, “that they could alone realize the transformations needed 
MVY[OLLZ[HISPZOTLU[VMHUL^OLNLTVU `(YHKPJHSKLTVJYH[PJWVSP[PJZJHSSZMVY[OLHY[PJ\SH[PVUVMKPɈLYLU[SL]LSZVM
struggles so as to create a chain of equivalence among them.”   
0UVYKLYMVYHY[[V[YHUZMVYTPU[VSPMLP[T\Z[HJJLW[[OLPKLHVMLX\HSP[ `PU9HUJPuYL»Z[LYTZHZOLW\[ZP[PU[OL;OL
0NUVYHU[:JOVVSTHZ[LY: the equality of all subjects, freed from the hierarchies of knowledge, the idea of the equality of 
PU[LSSPNLUJLP[ZLSM(ZOLKLJSHYLZLTHUJPWH[PVUJHU»[ILL_WLJ[LKMYVTMVYTZVMHY[[OH[WYLZ\WWVZL[OLWHZZP]P[`VM
the viewer or those that want to make viewers active at all costs with the help of gadgets borrowed from advertising. 
The practice of art is emancipated and emancipating when it renounces the authority of the imposed message, the 
target audience, or, when, in other words, it stops wanting to emancipate us (Rancière et al., 2007). 
The most radical way in which art can represent a form of social critique is to start to question and transform mean-
ing and the function of the art system itself. We have already become subordinated to a hegemonic idea of what art 
is and what it does if we agree upon the questions: In what way can art contribute to hegemonic repression; or, what 
is the way that it can be used in order to give voice to the silenced and oppressed? As Bishop has pointed out, such 
questions are hegemonic in themselves, as long as they presuppose what art is and what it can do. Ideology is in the 
question, not in the answer. 
Fig. 1 -  Our art is free slogan. "Colorful Revolution" protest movement in 2016 against governmental "Skopje 2014" 
project. Photo: Vanco Dzambaski.
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Fig. 2 - Protesters coloring the monument Prometheus which was part of the governmental 
project “Skopje 2014”. Photo: Vanco Dzambaski (2016).
Fig. 3 - “Colorful Revolution” protest movement in Skopje against the government politics. Protesters 
in front of the Ministry of Justice of Republic of Macedonia (2016).  Photo: Vanco Dzambaski.
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Fig. 2 - Protesters coloring the monument Prometheus which was part of the 
governmental project “Skopje 2014”. Photo credit: Vanco Dzambaski (2016)
Fig. 4 - Art to the citizens, graphite written at the recently built Triumph Arc in Skopje as part of the governmental 
project “Skopje 2014” (2016). Photo: Vanco Dzambaski.
9LMLYLUJLZ
Bishop, C., 2012. Participation and Spectacle: Where 
Are We Now?, in: Nato Thompson (ed.), Living as Form: 
Socially Engaged Art from 1991–2001, Cambridge: MIT 
Press, 34-36.
Groys, B., 2009. Self-Design and Aesthetic Responsibil-
P[ ` PU! LÅ\_ QV\YUHS UV  O[[W!^^ ^LÅ\_JVTQV\Y-
UHSZLSMKLZPNUHUKHLZ[OL[PJYLZWVUZPIPSP[`
Groys, B., 2008. Art Power, MIT Press, Cambridge, MA.
Lazzarato, M., 2004. General Intellect: Towards an Inquiry 
PU[V0TTH[LYPHS3HIVYPU!4\S[P[\KLZVUSPULQV\YUHSO[[W!
T\S[P[\KLZZHTPaKH[UL[HY[PJSLWOW&PKFHY[PJSL$ 
4V\ɈL*(Y[PZ[PJ(J[P]PZTHUK(NVUPZ[PJ:WHJLZ
in: Art & Research. A Journal of Ideas Context and Meth-
ods, 1 (2), 3-5.
5LIVQúH =  -HJLIVVR WYVQLJ[! :[H[\Z 
 ¶
ĨŒŕŖńŉŕŒ¸ŜńŔŉőńŖńŔŉņŒŏŗŚŌŬńO[[WZ!NVV
NS`]3<(7.
Özengi, Ö., Tan, P. (LaborinArt), 2014. Running Along the 
+PZHZ[LY!(JVU]LYZH[PVU^P[O-YHUJV º)PMV»¹)LYHYKP PU!
LÅ\_ QV\YUHS  ^^ ^LÅ\_JVTQV\YUHS
running-along-the-disaster-a-conversation-with-franco-
IPMVILYHYKP
Rancière, J., Carnevale, F., Kelsey, J., 2007. Art of the Pos-
sible: Fulvia Carnevale and John Kelsey in conversation 
with Jacques Ranciere, in: Artforum, online journal, O[[WZ!
^^ ^HY[MVY\TJVTPUWYPU[PZZ\L$PK$
Territories
118
Urban Art: Creating the Urban with Art
;OL=PZ\HS*\S[\YLVM-VV[IHSS:\WWVY[LYZ!
;OL)VYKLYSHUKVM<YIHU(J[P]PZTHUK(Y[
Henrik Widmark 
Department of Art History, Uppsala University
Box 256, 751 05 Uppsala, Sweden
Henrik.Widmark@konstvet.uu.se
Abstract
This article scrutinizes the use of visual and performative practices in football supporter culture. It examines how 
Z\WWVY[LYZI`TLHUZVMNYHɉ[PZ[PJRLYZ[PMVZ[OLJVSSLJ[P]L]PZ\HSTHUPMLZ[H[PVUZVM[OLZ\WWVY[LYZPU[OLZ[HUKZ
and performative protests -- claim space in the public space of the urban fabric and on football terraces. Supporters 
HYL \UKLYZ[VVK HZ H W\ISPJ JVU[LUKPUN HUK PU[LYHJ[PUN [V MVYT ZVJPL[ ` ;OL ZWLJPÄJ J\S[\YLZ VM Z\WWVY[LYZ HUK
LZWLJPHSS` [OL\S[YHZHYL\UKLYZ[VVKHZHZ\IJ\S[\YLHUKHJ[HZZ\JO 0KPZJ\ZZ [OLJVUÅPJ[IL[^LLU PU[LYUH[PVUHS
JVTTLYJPHSMVV[IHSSHUK[OLH\[VUVTV\ZZ\WWVY[LYTV]LTLU[0KLIH[L[LYYP[VYPHSJSHPTZJVUÅPJ[Z^P[OZVJPL[ `HUK
means to bring unity in the public sphere of a city by the activities of the supporters. 
Keywords
visual culture, urban activism, supporter culture, ultras, sticker art, performance.    
Introduction
6U4HYJOHKLTVUZ[YH[PVUVMULHYS`WLVWSLNH[OLYLKH[4SSL]rUNZ[VYNL[PU4HST:^LKLU1 One 
ZLJ[PVUVM[OLWYVJLZZPVUOLSKHSHYNLIHUULY[OH[YLHK¸(NHPUZ[5HaPZT¹0UHWOV[VMYVT[OLKLTVUZ[YH[PVU»ZZ[HY[
one can see behind the banner a man holding a two-pin banner in yellow and red with an image depicting a young 
THUÄ[PU[V[OLU\TILYHUK¸:\WYHZ¹^YP[[LUILSV^P[0U[OPZZJLULHWYV[LZ[HNHPUZ[ULV5HaPYLSH[LK]PVSLUJL
and xenophobia, one could by the visual language decipher formations that were not usually present at political 
THUPMLZ[H[PVUZ;OLJVSVYZVM[OLTHPUIHUULYSPNO[IS\LHUK^OP[LHYL[OLJVSVYZVM[OLSVJHSMVV[IHSS[LHT4HST
FF. The colors of yellow and red in the two-pin banner would also have been well known at the local football stadium, 
\UKLYZ[VVKHZ[OLSVJHSZ\WWVY[LYTV]LTLU[»ZÅPY[H[PVU^P[O[OLZLWHYH[PZ[VYWYV]PZPVUHSTV]LTLU[ZPU:JHUKPHVM
ZV\[OLYU:^LKLU;OL[^VWPUHSZVTHYRLK[OLWYLZLUJLVMVULVM[OLTHQVY4HST--\S[YHZNYV\W:\WYHZPU[OL
KLTVUZ[YH[PVU;OYV\NO[OLZLZTHSS]PZ\HSJVKLZVULJV\SKKLWPJ[HUL[^VYRJVU[HPUPUN[OL4HST--MVV[IHSS[LHT
supporter groups, and the demonstrators. It was also evident how visual signs had moved from the terrace into the 
Z[YLL[ZVM4HSTHUKH[[OLZHTL[PTLHJ[P]LS`JSHPTLK[VILWHY[VM[OLYLZOHWPUNHUKJVU[YVSVMZVJPL[`HUKW\ISPJ
space. 
In the photo, one could also see the visual language of supporter cultures and its subcultural codes: in the dress 
VM[OL`V\UNTLUZ[HUKPUNH[[OLMYVU[VM[OLKLTVUZ[YH[PVUHUK[OLÅHYLZ[OH[SH[LY^LYLSP[;OVYU[VU;OPZ
was in a way both an act of solidarity and a show of strength from the ultras movement — the subcultural hard-core 
groupings within the supporter movement — which was making its presence known. It was not just the colors of the 
team, it was a subcultural manifestation. Being there in the demonstration, as mentioned however was at the same 
time a merging of the subculture of supporters and the public protests against violence and racism. It was an active 
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choice to participate in the public sphere. However, through visual codes and performance they stayed true to the idea 
VM[OLH\[OLU[PJP[`VM[OLZ\IJ\S[\YHSPKLU[P[PLZVM<S[YHZHUKLZWLJPHSS`[V[OLH\[OLU[PJP[`VM[OL4HST<S[YHZ;OL
4HST<S[YHZHUKV[OLYZ\WWVY[LYNYV\WZ^LYLVULVMTHU`W\ISPJZ[V\ZL[OL[LYTVM/HILYTHZ^OVH[[LUKLK[OL
WYV[LZ[/HILYTHZ  0[ZWYLZLUJL^HZHY[PJ\SH[LKHUKWYLMVYTLK[OYV\NO[OLNYV\W»Z]PZ\HSTHYRPUNQ\Z[HZ[OL
KPɈLYLU[Z\WWVY[LYNYV\WZKPKVU[OL[LYYHJLZHUKPU[OLZ[YLL[Z^P[ONYHɉ[PZ[PJRLYZIHUULYZ[PMVZHUKZVTL[PTLZ
performance protests.
7\ISPJ:WHJLZHUK:\IJ\S[\YLZ
Urban society, and consequently the materiality of public space, is in this article understood as a conglomerate of 
KPɈLYLU[ZVTL[PTLZJVTWL[PUNW\ISPJZ[OH[MVYTHUKZOHWL[OL\YIHUMHIYPJ7\ISPJZWHJLPZ[O\ZMVYTLKYLSH[PVUHSS`
PU[OLPU[LYHJ[PVUIL[^LLUKPɈLYLU[JVU[LUKLYZVYW\ISPJZ4HZZL `  !;OPZMVYTH[PVUVMZVJPL[`
and public place is both material and visual as well as social. Visual practices and enacted identities pla a major part 
in the construction of public space. If we focus on urban place, the city, football supporters in most cases as a group 
JVUULJ[[V[OLJP[`VM[OLPY[LHT;VZ\WWVY[4HST--VULHYLWYVIHIS`HSZVHRLLUHK]VJH[LVM[OLJP[`4HST2 
However, supporters are seldom claiming the right to the city as a political manifestation (Harvey, 2012; Mitchel, 2003). 
They claim and inscribe themselves in the urban fabric thorough marches to their home ground and at worst through 
hooliganism in the streets. Mostly, though it is not a bodily presence. Instead, their visual tactics in stickers, tags, and 
NYHɉ[P^YP[PUNYLMLYYPUN[V[OLPYZ\WWVY[LYNYV\WVY[OLPYMVV[IHSS[LHTTHYR[OLPYWYLZLUJLPU[OL\YIHUMHIYPJ:[PSSP[
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PZUV[PU[OL\YIHUMHIYPJWYLKVTPUHU[S`[OH[[OLKLÄUPUNVM[OLJ\S[\YLVMMVV[IHSSZ\WWVY[LYZ[HRLWSHJL0[PZVU[OL
Z[HUKZVM[OLOVTLNYV\UK0[PZ[OLYL[OH[ÅHYLZJSV[OLZIHUULYZHUKJOHU[ZMVYT[OLPYPKLU[P[ `0[PZHMVYTH[PVU[OH[
verges on what Dick Hebdige writes in his seminal book :\IJ\S[\YL[OL4LHUPUNVM:[`SL: “It stands apart – a visible 
construction, a loaded choice. It directs attention to itself; It gives itself to be read” (Hebdige, 1979). In the football 
stands, it is expressed in opposition to the opposing teams and through the unity of the supporters. What happened 
PU4HST PU4HYJO ^HZ [OH[ [OL PKLU[P[` VM [OL MVV[IHSS Z[HUKZ^HZTLYNLK^P[O WVSP[PJHS HJ[P]PZ[Z WVSP[PJHS
WHY[PLZHUKJVTTVUPUOHIP[HU[ZVM4HSTL[J0U[LYJVUULJ[P]P[`MVYTLKHUL^\YIHUWSHJLVMVWLUULZZHUKYLZWLJ[
(Massey, 1994: 121). Was it a one-time event or should supporter cultures be understood as forming in a dialogue 
between the stands and urban place?     
Aims
This article discusses the public participation of supporters in the public sphere of football games and the public 
space of urban areas. It discusses the use and impact of visual and performative practices in the supporter cultures 
VMTVKLYUKH`MVV[IHSS0\ZL[OL[LYTW\ISPJZWOLYLHZHZVJPHSUL_\Z^OLYLKPɈLYLU[W\ISPJZHUKPUZ[P[\[PVUZTLL[
and critically discus and enact society. However, the public sphere is also understood as something reliant on the 
materiality of public space and place, if it is a football terrace, a street corner or the internet. When being materialized 
in its concrete meaning of appearing as a material body, society is possible to contest or defended through visual 
nodes as art or other visual practices. Even though supporter culture could act as art, I must underline that I am not 
claiming that the expressions of football supporter cultures are the result of artistic creativity or artistic performances. 
That is, of course, a possibility, but to properly examine that it demands a deeper discussion of similarities and 
KPɈLYLUJLZPU[LU[PVUZHUKILSVUNPUNZ;VYLHJOT`ZJVWL[V\UKLYZ[HUKHUKKPZJ\ZZ[OLZ\WWVY[LYJ\S[\YLZ»]PZ\HS
HUKWLYMVYTH[P]LL_WYLZZPVUZ 0JVUÄULT`ZLSM [VJHSSPUN [OLT]PZ\HSWYHJ[PJLZ;OLJ\S[\YLZVMZ\WWVY[LYZHYLHU
individual or collective act with the double intention of supporting your team and stating identity as well as being an 
instrument in the construction of a modern urban society. 
4VKLYUKH`MVV[IHSSPZWHY[VMHJVTTVKPÄLKTHYRL[VMTLYJOHUKPZLHUKLU[LY[HPUTLU[2PUN"4VYYV ^
Enormous amounts of money go into an industry that has become one of the largest entertainment sectors in Europe. 
Many football clubs across Europe have become corporate companies with large international shareholders. Players 
are commodities and supporters are consumers of events. This challenges the basic assumption of many supporter 
groups: that of representing an authentic football culture where local identity, belonging to a long tradition, and being 
a genuine alternative in a world where everything is made up of commodities and where a love of a team or even the 
team in itself can be bought. It is an autonomous subcultural position taken by the supporter groups. In his book the 
.^VYK1HJVI2PT]HSS\ZLZ[VL_WSHPUNYHɉ[PJ\S[\YLHZZ\IJ\S[\YHSHSL_PJHSKLÄUP[PVUHZ¸HZTHSSLYJ\S[\YHSNYV\W
^P[OILSPLMZUVYTZWYHJ[PJLZHUKYP[\HSZ[OH[HYLKPɈLYLU[MYVTHUKZVTL[PTLZH[VKKZ^ P[O[OLSHYNLYJ\S[\YL¹2PT]HSS
;OLKLÄUP[PVUPZHSZV^LSSZ\P[LK[V\UKLYZ[HUKWHY[VM[OLZ\WWVY[LYJ\S[\YLZKPZJ\ZZLKOLYL0[PZZSPNO[S`]HN\L
HUKVWLUHUKHZZ\JOOHZ[OLILULÄ[VMHSSV^PUN[OLKPɈLYLUJLZPU[OLZ\WWVY[LYTV]LTLU[Z[PSS[VHWWLHYHZVUL
movement. As seldom is the case, there are no clear limits between the larger culture of modern football and the 
subculture of supporter culture.
9L_:JHUPHHUK[OL*VTTVKPÄLK>VYSKVM5L^@VYR-*
;V L_LTWSPM` [OL KPɈLYLUJL IL[^LLU [OL WVZP[PVU VM [OL \S[YHZ HUK [OL JVTTVKPÄLK IYHUKLKTHYRL[ VMTVKLYU
MVV[IHSSSL[TLJVTWHYL[OL4HST\S[YHZNYV\W9L_:JHUPH»Z]PZ\HS[HJ[PJZHUK[OLTHYRL[PUNVMHUL^ZVJJLY[LHT
in New York. 
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;OL[LHT5L^@VYR-*»ZV^ULYZHYLHUV]LYZLHZMVV[IHSSJVUZVY[P\TKLLWS`YVV[LKPUNSVIHSPaLKPU[LYUH[PVUHSJHWP[HS
The team lacks a traditional history and its life span stretches one year back before their inauguration into U.S. Major 
3LHN\L:VJJLY;OL<S[YHZNYV\W¸9L_:JHUPH¹OHZ\ZLKNYHɉ[PHZH[HJ[PJPU[OLTHUULYVMKL*LY[LH\[VJSHPT[OL
NLVNYHWO`VM4HST[VZ[YLUN[OLU[OLPYPKLU[P[`HUK[VZ\WWVY[[OL[LHT4HST--KL*LY[LH\ ;OPZNYHɉ[PPZ
to be found on trains and walls, and is frequent on ultras forums and on social media. It has a circulation of its visual 
production similar to many urban art forms (Bengtsen, 2014). In its expression and cultural belonging, it interconnects 
to urban subcultures as well as ultras movements around the globe. As such, it relies on the experience of an authentic 
J\S[\YLPUVWWVZP[PVU[VTHPUZ[YLHTJVTTLYJPHSZVJPL[ `>OLU5L^@VYR*P[`-*HUUV\UJLKP[ZÄYZ[ZLHZVUPU5L^
@VYRP[]PZ\HSPaLKP[ZWYLZLUJLPU[OLJP[`[OYV\NO[OLZPNUPÄLYVMNYHɉ[P;OL]PZ\HSSHUN\HNLZPNUPÄLK\YIHUJ\S[\YLZ
`V\[OM\SULZZHUKHUHS[LYUH[P]LZWVY[;VHJLY[HPUL_[LU[9L_:JHUPH»ZHUK5L^@VYR*P[`-*»Z[LYYP[VYPHS[HJ[PJZHUK
\ZHNLVMNYHɉ[P^LYLZPTPSHY;OL`IV[OJSHPTLK[OLSVJHSJP[`HZ[OLPYZ"[OL`IV[O\ZLKH]PZ\HSSHUN\HNLYLJVNUPaHISL
HZ\YIHUHJ[P]LHUKTVKLYU[VLTWOHZPaL[OLPYPKLU[P[ `5L]LY[OLSLZZ^LJHUILZ\YLVM[OH[9L_:JHUPH»ZTLTILYZ
HJ[P]LS`LUNHNLPUNYHɉ[P^YP[PUNZHUK[OH[[OL`HYLIV[OWHY[VM[OLNYHɉ[PHUKZ\WWVY[LYZJLUL·[OL`ILSVUN[V
[OL\YIHUZ\IJ\S[\YLZ(ZHKPYLJ[JV\U[LYWHY[[OLYL»Z5L^@VYR*P[`-*;VÄUKP[ZZ\IJ\S[\YHSSHUN\HNLP[OPYLKHU
advertising company, and used the large-scale advertising channels to promote it. However, the most fundamental 
KPɈLYLUJLPZ[OH[9L_:JHUPHNYHɉ[PPZWHY[VMHUPSSLNHSJSHPTPUNVM[LYYP[VY`HUK[O\ZHJ[P]LS`LUNHNLKPU[OLJVU[LZ[PUN
of public space. New York City FC, on the other hand, has bought advertising space in Times Square and thus 
JVTTVKPÄLKMVV[IHSSHUKW\ISPJZWHJL;OLZ\IJ\S[\YHS]PZ\HS[HJ[PJZVM[OL\S[YHZOHZYLUKLYLK[OLTHWSHJLVU[OL
margins of society and the commercial strategy of NYC FC has further developed the brand and value of a commercial 
company.
Territories
Fig. 2 - Advertisement NYCF, New York, Photo: Henrik Widmark.
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:\WWVY[LY*\S[\YLHUK[OL*VUJLW[VM(\[OLU[PJP[`
0[JHU[O\ZILJVUJS\KLK[OH[[OLYLPZHKPɈLYLUJLIL[^LLUTVKLYUKH`MVV[IHSSJS\IZHUKZ\WWVY[LYNYV\WZILPUN
supportive of an alternative to modern football. However, it is not so clear. Football supporters come in many forms 
HUK[OLTHUPMLZ[H[PVUZVM[OLZ\WWVY[LYZHYLHSZV^PSSPUNS`VY\U^PSSPUNS`WHY[VM[OLJVTTVKPÄLKTHYRL[VMTVKLYU
MVV[IHSS;OL[PMVZHUK[OLH[TVZWOLYLJYLH[LKH[[OLNHTLZ[OLYLWYVK\J[PVUVM[OL[LHTJVSVYZPUZ[PJRLYZHUKNYHɉ[P
are part of an autonomous movement relying on the idea of authenticity. At the same time, willingly or not they are also 
promoting the team-commodity, football as merchandise and large-scale commercial contracts, brands of football 
^LHYHUKWSH`LYZHZIYHUKZ-VSSV^PUN[OLPKLHVMH\[OLU[PJP[`Z\WWVY[LYSPMLPZUVUWYVÄ[PKLHSPZ[PJHUKIHZLKVU
“true love to your team.” It is an ambiguous stand as the teams they support rely on a commercial market. It could be 
JVTWHYLK[V[OLJSHZZPJHSZ\IJ\S[\YHSWOLUVTLUHVMMVYPUZ[HUJL[OLYHWPKJVTTVKPÄJH[PVUVMW\URVYOPWOVWZ[`SLZ
and identities (Williams, 2011). Authenticity among ultras is stressed by the objects of their culture. Still, it is important 
to bear in mind that the idea of authenticity is evident among the supporters and prevails through actions of autonomy 
toward the commercial event-based culture of their teams.3 Moreover, even the clubs seems ambivalent between the 
UVUWYVÄ[PKLHSHUK[OLJVTTLYJPHS
0U [OLJHZLVM4HSTZ\WWVY[LYNYV\WZHUK [OLPY [LHT P[ PZ PTWVY[HU[ [V YLTLTILY [OH[:^LKPZO MVV[IHSSJS\IZ
HYLYLN\SH[LKUVUWYVÄ[VYNHUPaH[PVUZ^OLYLVULHZHTLTILYJHUTHRLVUL»Z]VPJLOLHYKH[[OLHUU\HSTLL[PUN
(Kennedy and Kennedy, 2016: 68). This is of colossal importance in the supporter movement. It is possible to hold 
VU[VH\[OLU[PJP[`HUKILSVUNPUNPUHJVTTVKPÄLK^VYSK([[OLZHTL[PTL[VILHISL[VJVTWL[LVUHUPU[LYUH[PVUHS
level, the clubs also act as commercial companies and are competing on an event market (Kennedy and Kennedy, 
!¶;OL MVV[IHSS^VYSK^VYRZKPɈLYLU[S` [OYV\NOV\[,\YVWL:VTLJS\IZHYLVYNHUPaLKVU [OL:^LKPZO
model and others are multinational companies. At the core of a large part of the supporter movement, what makes 
the idea of a passionate relation to a football club is “the myth of the club” or the supporter-narration of the club. 
Their own club could in other words be both part of the larger culture that supporters oppose as well as part of “the 
T`[O¹;OLJVTWSL_P[`VM[OLPKLU[P[`JVUZ[Y\J[PVU[O\ZHSSV^ZIV[OILSVUNPUN[VHJVTTLYJPHSÄLSKHUKH[[OLZHTL
time opposition towards it. Thus, supporter campaigns can oppose the national football federation, which all clubs 
belong to, as for instance in the protests against the Swedish football association SVFF after they had imposed harder 
YLN\SH[PVUVUÅHYLZVU[OL[LYYHJLZ PU ([HUV[OLY SL]LSHYL[OLWYV[LZ[ZHNHPUZ[<,-([OL,\YVWLHUMVV[IHSS
association. In the supporter-protests, UEFA represents an autocratic institution in European football that is also the 
main promoter of football as a commodity. Still, UEFA is essential to the supporters and the clubs as it is the only 
[YHUZUH[PVUHSHZZVJPH[PVUPU,\YVWLHUK[OLTLHUZ[VJVTWL[LVUHUPU[LYUH[PVUHSSL]LS0U[OL4HSTZ[HUKZPU
[OLWYV[LZ[HNHPUZ[<,-(JVUJLU[YH[LKVUJVYY\W[PVUHUKLHYSPLYÄULZMVYJOHU[PUN¸<,-(THÄH¹H[ [OLYLMLYLLH[
an UEFA-organized game. The protest used a caricature of the UEFA logo and the supporters wore the transformed 
SVNVVU[ZOPY[ZPUHZPSLU[WYV[LZ[(UV[OLYL_HTWSLPZ[OL[PMVMYVT[OL7VSPZO[LHT3LNPH>HYZaH^H»Z[LYYHJL;OL`
protested against a UEFA-ruling that the year before had expelled their team from the Champions League for using 
a non-registered player. These are both locally staged protests against institutions within football but they reach an 
international scope thorough the earlier mentioned circulation of images in internet forums, and through social media 
(Numerato, 2016; McLean and Wainwright, 2009). Thus the local geography of the football stadiums is turned into 
the public space of international football. A possible conclusion from the protests is the positioning in opposition 
of the supporter movement. Another is that the clubs, the supporters, the market, the national, and international 
associations all belong to an entangled network that is contemporary football culture.
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;OL9PNO[[V,UHJ[@V\Y*\S[\YL
National and local regulations, and codes of conduct, set the possibility of action in the stands. Security companies 
and police enforce these regulations. This order will inevitably lead to confrontations with some of the supporters: 
IYLHRPUN YLN\SH[PVUZ^P[O [OL I\YUPUN VM ÅHYLZ PZ HU PTWVY[HU[ WHY[ VM Z\WWVY[LY J\S[\YL ;OLYL PZ HSZV KPZVYKLYS`
behavior, closely linked to the violent cultures surrounding football known as football hooliganism. Violence is seldom 
a feature at football games, and is not an essential part of the main supporter cultures. At the same time, it has 
through media, and the male and macho-dominated expression in supporter groups, been inscribed into the narrative 
both from the outside and the inside (Spaaij, 2006: 38–46). Accordingly, the illegal acts, as many other subcultural 
TV]LTLU[Z»HJ[PVUZOHZH[[YHJ[LKPU[LYLZ[MYVT[OLWVSPJLHUKOHZVM[LUSLK[VVWLUJVUMYVU[H[PVUZ;OLWVSPJLOHZ
become the main enemy to a large part of the supporter movement, both through bad experiences and ill treatment 
by the police and as a symbol of the oppression from society against their way of life (Spaaij, 2006: 17–49).
+\YPUN LHYS` ZWYPUN  H WYLZLHZVU NHTL PU4HST HNHPUZ[ [OL +HUPZO [LHT)YUKI` JYLH[LK KPZ[\YIHUJLZ
V\[ZPKL [OL Z[HKP\T^OLYL ZTHSS NYV\WZ MYVTIV[O Z\WWVY[LY [LHTZ [YPLK [V ÄNO[ ;OLWVSPJL L]LU[\HSS` Z[VWWLK
the disturbances; in the aftermath, the police, a few months later, searched, and took in custody nine members of 
[OL4HST\S[YHZ4([[OLÄYZ[NHTLHM[LY[OLHJ[PVUVM[OLWVSPJL<S[YHZMYVT4HSTZ[HNLKHWYV[LZ[ZPTPSHY[VH
WLYMVYTHUJL^OLYLHTHU^LHYPUNHWVSPJLZLJ\YP[`]LZ[HUKHWPNTHZRSP[HÅHYLK\YPUN[OLVWLUPUNVM[OLNHTL
It eventually led to arrests after the match.5;OLWLYMVYTH[P]LWYV[LZ[HSS\KLK[V[OLWVSPJLHZWPNZHUK[OLÅHYLIV[O
highlighting that fact, as well as being the far strongest symbol of a resistant culture shaping their own public space. 
The protest should be understood both as a claiming of territory and a defense of their culture (Kärrholm, 2004). 
The protest also stressed the importance of the larger ongoing battle against the police, in which the performance 
on the terrace was one node in a network of visual representations of stickers and banners with the well-known 
acronyms ACAB and 1312.6 When calling upon 1312 and ACAB the ultras were joining ranks with, or being part of 
a heterogeneous network of, hooligans and ultras around Europe, left-wing activists and convicts—to name a few 
in opposition to the police. In consequence, with the interpretation of the pig-police performance the stickers and 
banners are all part of the ongoing public critique of the police. At the same time, they mark a material and visual 
claiming of their territory.
Territories
-PN7PNTHZROHWWLUPUN4HST
7OV[V!:\WYHZ4HST
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Bringing the Urban Fabric Together
Not all actions and visualizations are protests. As we have seen in the case of Rex Scania, they are part of a subcultural 
geography of urban areas or tactics of claiming public space or part of the interconnectivity of urban publics. The 
interconnectivity and the ongoing visual presence also owns the possibility to unite places and the people inhabiting 
them. The locality of the city, or the city districts where the clubs are situated are important aspects of what I have 
called “the myth of the club.” Ideally, the football club and its audience represents the whole city and its inhabitants, 
thus becoming one with the city. In larger cities having two or more major teams, the claiming of the right to the city 
VM[LU SLHK[VJVUÅPJ[ZHUKIH[[SLZV]LYWSHJLVM[LU MV\NO[ [OYV\NOZ[PJRLYZNYHɉ[PHUK[HNNPUN/V^L]LYUV[HSS
visual campaigns lead to confrontation.
.VPUNIHJR[V4HSTP[PZHJP[`KVTPUH[LKI`VUL[LHT4HST--I\[P[PZHSZVHZWH[PHSS`ZLNYLNH[LKJP[ `6UVUL
side you have the thriving areas of the inner city and Västra hamnen, that could be described as ideal parts in what 
Richard Florida has called the “creative city” inhabited by the ”creative class” (Florida, 2002). Their urban counterparts 
HYLHYLHZZ\JOHZ9VZLUNrYKHUK3PUKpUNLU^OLYL\ULTWSV`TLU[YH[LZHYLOPNOHUK^OLYLPTTPNYHU[ZSP]L4HST
has a history as one of the most important industrial towns of Sweden, but has during the last decades gone through 
enormous changes and is today best described as both a young and rich creative city and as an economically 
and socially weak city, where national media coverage is dominated by violence, unemployment, and a challenging 
Territories
-PN;PMV¹(SSVM4HSTZ;LHT4(ST7OV[V!4; 
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situation among immigrants.
;OLPKLU[PÄJH[PVUHUK[OLOPZ[VYPJHSUHYYH[P]LVM[OLMVV[IHSSJS\I4HST--OHZ[YHKP[PVUHSS`ILLUHWHY[VM[OL:^LKPZO
working class. Since the 1990s, supporter groups have challenged the homogenous image and today there is probably 
ML^W\ISPJZPU4HST[OH[JHUJVTWL[L^P[O[OLZ\WWVY[LYZVM[OLMVV[IHSSZ[HKP\T[VM\SS`YLWYLZLU[HTHQVYWHY[VM
the city: its districts, social classes, and ethnic groups. In 2015, the Tifo Group MT96 arranged a tifo that concealed 
the northern terrace completely. The tifo was accomplished as a group performance by the spectators of the northern 
Z[HUKZH[[OLUL^4HSTZ[HKP\TVULI`VULYHPZPUNZPNUZ^P[O[OLUHTLZVMKPɈLYLU[WHY[ZVM4HSTL]LU[\HSS`
MVYTPUNHSHUKZJHWLYLWYLZLU[PUN[OLJP[`^P[OHSSP[ZKPɈLYLU[HYLHZHZVUL;OL`HSSJHTL[VNL[OLY\UKLY[OLIHUULY
HSSVM4HST»Z[LHT0[^HZH[PMVOHYK[VTPZPU[LYWYL[;OL\YIHUMHIYPJ^P[OP[ZKPZ[YPJ[Z^HZJSHPTLKHZWHY[VM[OL
4HST--[LYYP[VY `([[OLZHTL[PTLP[WVPU[LKV\[[OH[HSSVM4HST»ZPUOHIP[HU[ZILSVUNVU[OL[LYYHJL0[OLSKSVJHS
pride but was still welcoming. This time the visual practices and arrangements of the supporters were described as 
something positive in the media; today local bus companies use images of the tifo on their busses and thus through 
their routes claim the city space and project the city as being and standing as one with the help of the local team. 
It does not, of course, change unemployment or hinder social clashes and violence, but it shows the possibility to 
\UKLYZ[HUK4HSTHZVULJVUZPZ[PUNVMTHU `
1.8 The Right to the City – Istanbul
3L[\ZTV]L[V0Z[HUI\SHUK[OLPU[LYZLJ[PVUVM[OLZ[YLL[Z:HRHSHY@VR\ȴ\HUK4\TOHUL*HKKLZPPUPU[OLKPZ[YPJ[VM
Fener in late spring 2014 (Widmark, 2016: 173–180). The area consists of mainly multi-storey apartment houses from 
[^V[VMV\YÅVVYZOPNO3VVRPUNKV^UPU[V4\TOHUL*HKKLZP`V\JHUZLL^VYUKV^UMHsHKLZ^P[OYLTHPUZVM[OL
traditional wooden paneling. At the intersection, there are two corner shops and at least two restaurants or cafés. It is 
a lived place of social relations. On the walls of all the houses, there are satellite dishes that could be understood as 
both signs and material mediators of information that enable communicative meetings all over the world, and they are 
also thus forming the locus. At this spot Istanbul connects to a global economy, global communication systems, and 
HNSVIHSJ\S[\YHSÄLSK0U[OLJLU[LYVM[OLPU[LYZLJ[PVUVU[OLSHTWWVZ[ZVU[OLJVIISLZ[VULZVU[OL^HSSZHUKL]LU
VU[OLZ[YLL[JHIPUL[Z`LSSV^HUKIS\LJVSVYZHYLWYLZLU[HZHZPNUVM[OLPKLU[PÄJH[PVUVMP[ZPUOHIP[HU[Z1\Z[H^LLR
before my visit, the football club FenerbahçeOHK^VU[OL;\YRPZOSLHN\LHUKHZHJLSLIYH[PVUHUKPKLU[PÄJH[PVUVM
[OPZOPZ[VYPJHSVJJ\YYLUJL[OLZ\WWVY[LYZOHKYLTVKLSLK[OLPU[LYZLJ[PVU;OLPKLU[PÄJH[PVUVMZVTLVMP[ZPUOHIP[HU[Z
with Fenerbahçe had changed the fabric of place. The notion of the action of repainting the intersections appears with 
HM\Y[OLYKPTLUZPVUI`\ZPUN.VVNSLTHWZºZ[YLL[]PL^»)`\ZPUN.VVNSLTHWZP[PZWVZZPISL[VZ[LWIHJRH`LHYPU
history to 2013, a time when the rival Istanbul team of Galatasaray were reigning champions. The intersection was at 
[OL[PTLWHPU[LKPU[OLPYJVSVYZVM` LSSV^HUKYLKHUK[OLPKLU[PÄJH[PVU^ HZJVTWSL[LS`KPɈLYLU[>P[OV\[NVPUNKLLWLY
into the long-time rivalry between the clubs and their supporters, it is not an exaggeration to depict it as long and often 
violent. Seeing how supporters depending on who reigns as champions change a place allows us to note existing 
KPɈLYLU[PKLU[PÄJH[PVUZ^P[OPU[OH[ZPUN\SHYWSHJL;OLJVSVYZVM[OL[LHTZOVSK[OLPTHNPUPUNVMM\[\YL]PJ[VYPLZHUK
the imagining of a change of colors, and they become part of the constitution of place at that very moment. They 
KVUV[HZWPYL[VIL[OLWSHJLVM[OLº;V[LUIH\T»[V\ZLHJVU[LZ[LK[LYTVM/LPKLNNLY^OLYLV\YHUJLZ[VYZ»IVULZ
HYLI\YPLKI\[[OLWSHJLVMPKLU[PÄJH[PVUHUKPTHNPUH[PVUHUK[OLWVZZPIPSP[`VMHKPɈLYLU[PKLU[PÄJH[PVU[OLUL_[`LHY
(Heidegger, 1971: 156). Regarding the history of the team, we can be sure that the painting of the street corners 
HSZVHYLZPNUZVMJVUÅPJ[ZVMWO`ZPJHSS`JVU[LZ[PUNW\ISPJZ(ZHUL_HTWSLVM [OLJVUÅPJ[ZUV[L[OH[ZVTLVM [OL
Galatasaray paintings of 2013 have scribblings of F.B on them. F.B are the initials of Fenerbahçe, and these scribblings 
contest the Galatasaray colors in the hope of what is to come. 
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Coming back to the satellite dishes on the walls, it is also worth remembering that football on a large scale such as that 
VM[OL0Z[HUI\SJS\IZPZHNSVIHSHɈHPY:WH[PHSS `0Z[HUI\SMVV[IHSSLUJVTWHZZLZ[OL^OVSL^VYSK:\WWVY[LYZVM;\YRPZO
teams have been scattered all over the world through emigration, and new generations grow up with roots that can be 
traced back to Istanbul. Connectivity through internet and satellite television has made it possible to experience wins 
and losses in an instant regardless of whether you are in Istanbul or Berlin. Thus, it is also possible to see the satellite 
dishes as connections to the experience of football with relatives in Berlin or Toronto. Some of them are certainly 
happy to know that the cobblestones in 2014 are yellow and blue, and some are hoping for change.   
;OLPU[LYZLJ[PVUVM:HRHSHY@VR\ȴ\HUK4\TOHUL*HKKLZPPZHWSHJLVMKPɈLYLU[Z\WWVY[LYPKLU[PÄJH[PVUZI\[P[PZHSZV
HWSHJL\UKLY[OLWYLZZ\YLVMNLU[YPÄJH[PVU;OLPU[LYZLJ[PVUPZHWSHJL[OH[KLÄLZHZPUN\SHYPKLU[P[ `;OLMVYTH[PVUVM
HSP]LKWSHJLPZM\SSVMJVUÅPJ[Z;OLJVSVYLKJVIISLZ[VULZVM[OLZ\WWVY[LYZKLM`[OH[Q\Z[MVYHTVTLU[HUKWLYOHWZ
make living there easier. The right to the intersection belonged in 2014 to both Fenerbahçe and Galatasaray—in the 
imagination of Galatasaray and materiality of Fenerbahçe, and in such it was also a hope for small changes controlled 
by its inhabitants.
,UK!:\WWVY[LYZHUK7VSP[PJHS(J[P]PZTPU[OL*P[`
3L[\ZJVUJS\KLIHJR PU4HSTH[ [OLYHSS ` 0[^HZOLSKILJH\ZLHZ\WWVY[LY:OV^HU:OH[[HROHKILLUIY\[HSS`
attacked by neo-Nazis a week earlier leaving a feminist midnight rally called “Take back the night”. Showan is a well-
RUV^USLM[^PUNHJ[P]PZ[HUKHZ\WWVY[LY^P[OHIHJRNYV\UKHTVUN[OL\S[YHZPU4HST6U[OLUPNO[HM[LY[OLH[[HJR
[OLÄYZ[NYHɉ[PHWWLHYLKHML^ISVJRZH^H`MYVT^OLYL:OV^HUOHKILLUH[[HJRLKVUHYV\UKHIV\[RUV^UMVYP[Z
NYHɉ[P0U[OLJVSVYZVM4HST--P[OLSK[OLTLZZHNLPU:^LKPZO¸2pTWH:OV^HU¹[YHUZSH[LK¸-PNO[:OV^HU¹I\[
JV\SKHSZVTLHU¸:\Y]P]L:OV^HU¹;OLNYHɉ[PHUK[OLZ[PJRLYZ[OH[MVSSV^LKZVVUILJHTL]PYHSHUKZWYLHKPU\S[YHZ
and supporter forums around the world. It had gone global and the message was on banners and stickers and on 
[LYYHJLZHSSV]LY[OL^VYSK0U4HST[OLNYHɉ[P^HZHZ:OV^HUNV[IL[[LYJOHUNLKPU[V2pTWH4HSTHSS\KPUN[OL
ÄNO[HNHPUZ[YHJPZTOVTVWOVIPHHUKULV5HaPZT;OLWYVQLJ[OHK[O\ZJOHUNLKMYVTWLYZVUHS[VWVSP[PJHS/V^L]LY
2pTWH4HSTHSZVHSS\KLK[VJVTTVUJOHU[ZH[[OL4HSTZ[HUKZHUK[O\ZP[JVUULJ[LK[V[OLZ\WWVY[VM[OLSVJHS
[LHT2pTWH4HSTILJHTLHUPTWVY[HU[ZSVNHU[OH[OLSKOVWLPUHJP[`L_WVZLK[V]PVSLUJLHUK_LUVWOVIPH;O\Z
[OLJOHU[ZMYVT[OL[LYYHJLZOHK[OYV\NONYHɉ[PHUKZ[PJRLYZILJVTLWVSP[PJHS+VPUN[OLYL]LYZLK[YH]LSHUKNVPUN
back from the streets into the arena, was though not such an easy move. A banner that had the message: “The MFF–
Territories
-PN:[YLL[.YHɉ[P-LULY)HOJL0Z[HUI\S7OV[V!/LUYPR>PKTHYR
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family stands united against Nazism,” was banned from the stands a few days later by the club out of fear of it being 
too political. In a sense, it was a threat to the non-political values of modern commercial football. Eventually, after an 
intensive dispute between the supporters and the club board, the banner was allowed. The dispute goes to show that 
modern football and the politics of the public sphere is not always an easy match even though they are inseparable.  
Territories
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1 - The demonstration was extensively reported in Swedish 
press. See: O[[W!^^ ^Z`KZ]LUZRHUZL[\ZLU[HSZ
demonstrerade-mot-nazism; O[[W!^^ ^HM[VUISHKL[ZL
ZLUHZ[LU`[[[[U`OL[LYPUYPRLZHY[PJSLHI.
2 - In global football of today, this is though not always the case 
(Gushwan, 2016).
3 - This view has been contested. Instead, it is understood as 
the supporters invest in their team in admission expenditure 
and so on and thus demand their commodity in return. See: 
Free Hughson, 2006, 88.
4 - O[[W!THSTVZLUPVTɈZ\WWVY[YHYNYPWUH
H]WVSPZPZHTVYKUHKPUZH[Z Retrieved 2017-02-01.
5 - O[[W!^^ ^HM[VUISHKL[ZLZWVY[ISHKL[MV[IVSSZ]LYPNL
HSSZ]LUZRHUTHSTVɈHY[PJSL HI Retrived 2017-02-01.
6 - The acronyms 1312 and ACAB stands for “All cops are 
bastards.”
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;OL4HUPU[OL:[YLL[!
:OHKYHJO>VVKZHUK[OL7YHJ[PJLVM¸7LKLZ[YPHU¹<YIHUPZT
1VOHUUH:S\P[LY
The Institute of Fine Arts, 
5@<,HZ[[O:[YLL[
5L^@VYR5@<:(
Abstract
0U OPZ LɈVY[Z [V YLI\PSK ^HY[VYU ,\YVWL HUK JVUZ[Y\J[ ]PIYHU[ JVTT\UP[` SPML :OHKYHJO >VVKZ HK]VJH[LK MVY
\YIHUPZTKLÄULKI`Z[YLL[Z¶UV[VUS`SP[LYHSS `PU[LYTZVMMVYTI\[HZTL[HWOVYHUK[OLVYL[PJHSJVUJLW[HZ^LSS
Challenging rising building heights and the growing dominance of automobiles, Woods proposed urban schemes 
VYNHUPaLKI`WLKLZ[YPHUUL[^VYRZJVUJLP]LK [VILL_WLYPLUJLKH[ [OL ZJHSL HUK ZWLLKVM MVV[ [YHɉJVUNYV\UK
level. Such designs were generated for and by the common man through sociological study of circulation patterns 
HUK]LYUHJ\SHYHYJOP[LJ[\YLHUKVM[LUKYL^\WVUSVJHSPUOHIP[HU[Z»RUV^SLKNL0UVWWVZP[PVU[VTVKLYUHYJOP[LJ[Z»
frequent imposition of top-down masterplans and totalizing images, Woods sought to revalidate streets from the 
IV[[VT\WI`[\YUPUNH[[LU[PVU[VL]LY`KH`SPMLHUKWYP]PSLNPUNUV[PVUZVMHWWYVWYPH[PVUHUKÅL_PIPSP[ `;OLZLN\PKPUN
PU[LYLZ[Z \UKLYZJVYLK OPZ WYPUJPWSLZ VM ¸Z[LT¹ ¸^LI¹ HUK ¸IHaHHY¹ ^OPSL >VVKZ»Z IYVHKLY JVYW\Z VM ^YP[PUNZ
evidences the importance of the street – and the man in it – to his revolutionary urban practice.
Keywords
Shadrach Woods, social architecture, urbanism, street, pedestrian, urban planning, stem, web, bazaar
1.1 Introduction
Across Paris during springtime 1968, clamoring crowds and emblazoned posters proclaimed “Beauty is in the street!” 
Yet both as observation and philosophical premise, this slogan might have appeared tongue in cheek. Indeed, at 
[OH[]LY`TVTLU[[OLJP[`»ZOPZ[VYPJX\HY[PLYZ^LYLILPUN[YHUZMVYTLKI`IYHaLU[LJOUVJYH[PJWYVQLJ[ZPUJS\KPUN[OL
destruction of Les Halles, erection of the Tour Montparnasse, and construction of a stranglehold around the city center 
in the form of the autoroute Périphérique. Thus, SLZY\LZ, along with the boulevards and arcades that had inspired the 
likes of Baudelaire and Benjamin were recast from spaces for casual ÅoULYPLto sites of dramatic confrontation between 
the historical past and modernizing present, citizens and state bureaucracy, and automobiles and pedestrians.
However, the battle cry was not in jest and its popularity suggested new ways of thinking about the city were gaining 
THZZHWWLHS;OYV\NOZ[H[LTLU[HUK PUHJ[PVUWYV[LZ[LYZHɉYTLK[OL SPMLVM [OLJP[`^HZ PU P[ZZ[YLL[Z\WLUKPUN
notions of Paris as a precious object or enduring symbol but rather understood as a constantly changing, charged 
ÄLSKVMZWH[PHSWYH_PZ4VYLV]LY[OL¸L]LU[Z¹KLTVUZ[YH[LK[OH[Z[YLL[ZMVYTLKZWHJLZVMULNV[PH[PVUHUKLUJV\U[LY
^OVZLZVJPHSHUKKPZJ\YZP]LÅV^ZIL[[LYL_WYLZZLK\YIHUYLHSP[`[OHUHJSPJOtWVZ[JHYKPTHNL
Paralleling Bernard Rudofsky, Kevin Lynch, and Jane Jacobs (the latter of whose ;OL+LH[OHUK3PMLVM.YLH[(TLYPJHU
*P[PLZstated the urgency of the situation in no uncertain terms), the new generation believed streets provided the 
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premier arena for fostering community and public engagement, and thereby constituted striking alternative to the 
NYV^PUN YL[YLH[ [VWYP]H[LOVTLZWYP]H[LJHYZHUKWYP]H[L SP]LZ([ [OLZHTL[PTL [OLZ[YLL[ZJHWL»ZWV[LU[PHS MVY
activism and appropriation was seized upon by sociologists Henri Lefebvre and Paul-Henry Chombart de Lauwe, 
while artists mobilized streets as location and thematic in their work from Situationist dérives and Lettriste décollages 
[V-S\_\ZKHUJLZHUK+HKHPZ[NYHɉ[P
:L[HNHPUZ[[OPZIHJRNYV\UKVMWVSP[PJHSWOPSVZVWOPJHSHUKHY[PZ[PJYLZWVUZL[OLMHJ[[OH[Z[YLL[ZÄN\YLZVWYVTPULU[S`
PU:OHKYHJO>VVKZ»Z^ YP[PUNZHUKWYHJ[PJLPZUV[YLTHYRHISL¶HUKPZWLYOHWZL]LUSLZZZVNP]LUOPZJOVZLUWYVMLZZPVU
@L[ JOYVUVSVNPJHS L_HTPUH[PVU VM>VVKZ»Z ^YP[PUNZ HUK I\PS[ ^VYR KLTVUZ[YH[LZ [OH[ OPZ [OLVYPLZ VM HYJOP[LJ[\YL
and urbanism intrinsically tied to streets, street life, and “the man in the street” were prescient and profound. His 
lifelong exegesis on streets was expansive in scope and varied in focus, uniting organicism, African architecture, and 
cybernetics. Finally, as an architect and urban planner, streets dually provided catalysts for theoretical concepts and 
physical spaces for design interventions, while his ideas crystallized widespread thinking about the “everyday” and 
the “pedestrian.” Through both his built and written practice, Woods proposed a decisive break with de facto postwar 
planning and irrevocably changed the shape of modern urban habitat.
1.2 A Fork in the Road
Like his mentor, Le Corbusier, Woods conceived of architecture and urbanism as inherently intertwined – an ethos 
SPRLS` PUZ[PSSLKK\YPUNOPZ[LU\YLHZWYVQLJ[HYJOP[LJ[VM [OL<UP[tK»/HIP[H[PVU PU4HYZLPSSL  @L[ZVVUHM[LY
[OL I\PSKPUN»Z JVTWSL[PVU >VVKZ KLJHTWLK [V 5VY[O (MYPJH HJ[P]LS` KPZ[HUJPUN OPTZLSM MYVT 7uYL *VYI\ HUK
KPZ[PUN\PZOPUNOPZ^VYRMYVT[OH[LZWV\ZLKI`V[OLYTLTILYZVM[OL*VUNYuZ0U[LYUH[PVUH\_K»(YJOP[LJ[\YL4VKLYUL
(CIAM). Whereas the CIAM old guard utilized omniscient viewpoints and aerial photography to structure masterplans 
from above, Woods studied the context of each project from below: embedding himself in pre-existing communities, 
conducting surveys with prospective residents, and embracing an ethnographic approach to building and place-
making.
Woods further challenged Le Corbusier and CIAM doctrine by disavowing functional zoning and, with it, the 
sacrosanct orthogonal geometry characterizing modern town planning. In contrast to the omnipresent grid, Woods 
promoted an urban matrix composed of interwoven and overlapping layers emphasizing connectivity, relationships, 
and integration, and suggested that the typology best suited to produce such spatial environments were streets. 
/V^L]LYOLJH\[PVULK[OH[¸Z[YLL[Z¹KPɈLYLKMYVT3L*VYI\ZPLY»Z¸YVHKZ¹^YP[PUN!¸;OLZ[YLL[^OPJO^HZKLZ[YV`LK
by the combined assaults of the automobile and the Athens Charter, may be revalidated if it is considered as a place 
as well as a way from one place to another” (Woods, 1960).
-VY>VVKZ P[^HZU»[[OLHLZ[OL[PJZVMZ[YLL[Z[OH[TH[[LYLKI\[[OLHJ[P]P[PLZ[OH[VJJ\WPLKHUK^LYLLUNLUKLYLK
I` [OLT/L L_WSHPULK! ¸>OH[ PZ NLULYHSS` JHSSLK ºJPYJ\SH[PVU» PZ UV[ [OL RL` [V WSHUUPUN¹ 0IPK 0UZ[LHK O\THU
KYP]LUWH[[LYUZ¶PUJS\KPUNHUKPUHKKP[PVU[V[YHUZWVY[H[PVU¶NLULYH[LK[OLÅV^Z\UKLYWPUUPUN[OL\YIHUYLHST6M
these overlooked conduits he noted, “[They] nearly always seem to be spontaneous, or at least they tend to escape 
from predetermined paths. They refer to the YLHS ZOHWLof the network of human activities and not the apparent 
[YHɉJWH[[LYUVYYVHKZ`Z[LT¹>VVKZ HLTWOHZPZHKKLK>VVKZJOHTWPVULK[OLZLT\S[P]HSLU[¸Z[YLL[Z¹HZ
essential features of urbanity, responsible for facilitating communication and community in traditional architecture 
and capable of promoting sustainable growth in contemporary times. He believed streets uniquely mediated between 
Urban imaginary & the City
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public and private spheres and could serve as linking appendages between old and new development.
;VPSS\Z[YH[LOPZ[OLZPZ>VVKZKLZPNULK[OL5PKK»(ILPSSLZHUK:LTPYHTPZ/V\ZPUN^P[OJVSSLHN\LZPU[OL([LSPLYKLZ
)o[PZZL\YZ (;)(; B-PN\YLD;OL YLZPKLU[PHSJVTWSL_ PUJS\KLKWHZZHNLZIL[^LLUHWHY[TLU[Z [OH[ M\UJ[PVULKHZ
“streets in the sky” enabling movement from one area to another (what Woods called “ways”) and serving as sites 
for congregation, casual discussion, and chance occurrence (what he termed “places”). Located on the outskirts of 
Casablanca, the architecture distilled the physical form and social activity of urban streets to the domestic scale in 
attempts to enliven what were quickly becoming prosaic NYHUKZLUZLTISLZelsewhere in the world.
Urban imaginary & the City
-PN=PL^VM5PKK»(ILPSSLZHIV]LHUK:LTPYHTPZ/V\ZPUNILSV^PU*HZHISHUJH 
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:\I[S`WH`PUNOLLK[V[OLKP]LYZP[`VMYLZPKLU[Z»YLSPNPV\ZWYHJ[PJLZ[OL[LHTJYLH[LKHQVPU[ZLUZLVMPUKP]PK\HSP[`HUK
community via the separation and coexistence of public and private spaces throughout the complex. Thus, the design 
did not result from traditional colonial planning but was a conscious nod to and reformulation of the nearby mountain 
K^LSSPUNZHUKYLJHSSLK]LYUHJ\SHY\YIHUPZT PU [LYTZVM P[ZÅL_PISLWSHU<USPRL MVY[PÄLKTLKPL]HSJP[PLZ PU,\YVWL
the residential scheme emulated the size and shape of North African villages with open-ended street networks to 
encourage evolution and future expansion.
African streets provided example of how to achieve variation within the use of repeated elements. Utilizing this single 
device, African urbanism yielded a range of permutations, each individuated rather than monotonous or repetitive. 
Woods reinterpreted these indigenous forms to facilitate dense patterns of habitation while enabling growth and 
change in the built environment. And although he never explicitly recognized the systemic logic at play, in adopting 
North African vernacular models to aid his design, Woods also began using fractals: patterns that self-replicate and 
repeat at multiple scales.1 
(M[LYOPZLHYS`^ VYRPU4VYVJJVMYHJ[HSNLVTL[Y`ILJHTLJLU[YHS[V>VVKZ»Z[OPURPUN;OYV\NOV\[OPZJHYLLY¸ Z[YLL[Z¹
broadly considered functioned as his fractal denominator, from corridors in apartment complexes to neighborhood 
ZPKL^HSRZHUKMYVTYLNPVUHS[YHUZWVY[H[PVUUL[^VYRZHSS[OL^H`\W[VPTTH[LYPHSKH[HÅV^ZZ[Y\J[\YPUN[OLUL^S`
minted cybernetic world. This holistic vision of architecture and urbanism positioning streets as the primary unit 
VMMYHJ[HSVYNHUPaH[PVUOHKH[^VMVSKPTWHJ[VU>VVKZ»ZWYHJ[PJLHUKWOPSVZVWO`!ÄYZ[P[SLKOPT[VILSPL]L[OH[HSS
architecture is interrelated; and second, as a corollary, that all people are, too. This ideology fueled his commitment to 
sustainability and equitable living standards, and yielded his core concepts of stem, web, and bazaar, to be discussed. 
:[LT
Woods returned to France to found his practice with ATBAT colleague, Georges Candilis, and fellow Le Corbusier 
HWWYLU[PJL(SL_PZ1VZPJPU :OVY[S`[OLYLHM[LY[OLÄYT^VU[OLZ[H[LZWVUZVYLK6WtYH[PVU4PSSPVUcompetition 
to expeditiously and economically replace housing stock and build new towns in metropolitan France. In their winning 
proposal, the studio advocated for a naturally occurring pattern language as existed in North Africa to revitalize 
[OLÅH[[LULKJP[PLZVMWVZ[^HY,\YVWL[OLYLI`YL]LYZPUN[OLHZZ\TLKKPYLJ[PVUVMJVSVUPHSRUV^SLKNL[YHUZMLYHUK
ZVTL^OH[PYVUPJHSS`JH\ZPUN[OLÄYT»ZÄYZ[H[[LTW[Z[VYLHSPaLHU(MYPJHUPUÅ\LUJLKOHIP[H[t]VS\[PMto arise under the 
auspices of the rapidly decolonizing French government.
In the accompanying project text entitled “Proposal for Evolutional Habitation,” Woods blatantly condemned Le 
*VYI\ZPLY»Z\YIHUPZTVWPUPUN¸>LOH]L[YPLK[VH]VPK[OLKLHKS`HSPNUTLU[VM[OLZ[YHPNO[SPUL¹>VVKZ  @L[
linear devices were not to be avoided altogether since, “A line is open-ended; it has no dimension, it can change 
KPYLJ[PVUH[^PSS¹HUK¸(SPULHYVYNHUPaH[PVUPZ[OL[Y\LZ[YLÅLJ[PVUVMHUVWLUZVJPL[`¹>VVKZ 0UZ[LHK>VVKZ
wanted to subordinate the straight line or pure form to what he considered to be the true determinants of the built 
environment: inhabitants and their activities.
,[OUVTH[OLTH[PJPHU9VU,NSHZOÄYZ[PKLU[PÄLK[OLMYHJ[HSKPTLUZPVUPU(MYPJHUHY[HUKHYJOP[LJ[\YL>OPSL,NSHZO»ZZJPLU[PÄJ
HYN\TLU[Z^HZW\ISPZOLKHM[LY>VVKZ»ZKLH[O>VVKZ^HZHSZVH^HYLHUKVIZLY]HU[VM[OL\UPX\LZ`Z[LTZNLVTL[Y `HUKWH[-
terns embedded in African architecture and urbanism. For more, see R. Eglash, (MYPJHU-YHJ[HSZ!4VKLYU*VTW\[PUNHUK0UKPN
LUV\Z+LZPNU(New Brunswick: Rutgers University Press, 1999).
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He believed that cities could be better organized and stimulated by a theoretical principle he termed “Stem” and 
outlined in an eponymous article. Introducing the concept, Woods lamented how dogmatic personalities had yielded 
the “present absurdity of treating habitat as a means of self-expression, a plastic universe where houses are building 
blocks for the child-architect to play with,” resulting in “an endless series of virtually identical housing schemes from 
Stockholm to Algiers,” and “a crossword puzzle universe” (Woods, 1960) [Figure 2]. He further attacked modern 
planning for closed forms that prevented growth and operated in haphazard, additive fashions. Instead, Woods argued 
that cities and homes should be conceived as comprehensive systems connected by physical streets and information 
ÅV^ZYLÅLJ[PUN[OLLYH»ZTLNHZ[Y\J[\YHSHLZ[OL[PJHUKWVW\SHYHSS\ZPVUZ[VJLSS\SHYWYVWHNH[PVU
Urban imaginary & the City
Fig. 2 - “Stem” diagram published in Architectural Design 5 (1960).
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At the crux of his argument, Woods stated, “In view of the failure of the traditional architectural tool, WSHUTHZZL, to cope 
with the accelerated creation of habitat, it is proposed that planning be reconsidered from stem to cluster (rather than 
from cell to symbol)” (Ibid). He thus concluded, “Stem is considered not only as a link between additive cells but as the 
generator of habitat. It provides the environment in which the cells may function” (Ibid). While visual description would 
have helped elucidate the structured growth and conceptual idea Woods was advocating, he only provided evocative 
cartoons and indeterminate phrases to avoid repeating the very formalism he had previously decried. Therefore, the 
VWLULUKLKUH[\YLVMZ[LT^HZPU[LU[PVUHSHUKPURLLWPUN^P[OOPZÄYTS`HU[PHLZ[OL[PJWVZP[PVU(S[OV\NO[OL[LYT
could conjure organic associations with a plant branching and rising, it was also meant to spur thoughts of streets and 
Z[YLL[WH[[LYUZ"HZ>VVKZL_WSHPULK¸0[ZMVYTHUKZWH[PHSJVU[LU[^PSSILKPɈLYLU[MYVT[OH[VMWYL]PV\ZZ[YLL[ZI\[
the idea of street (as distinct from that of road) is inherent in the idea of stem” (Ibid).
0UWYVQLJ[ÄSLZMVYHWYVWVZLKL_[LUZPVU[V[OLJP[`VM*HLU[OLZ[LTPZPTTLKPH[LS`]PZPISL^ P[OP[ZZ[YLL[SPRLM\UJ[PVUZ
clearly articulated and even heralded as “the primordial and permanent function of urbanism” [Figure 3]. Over the 
course of the design process, stems were replicated from dwelling unit to housing block and ultimately to conurbation; 
like so many bronchial tubes comprising a set of lungs, the stem repopulated until a new city formed. The diagrams 
further illustrate how pedestrian patterns led to neighborhood clusters determining the overall scheme for Caen-
/LYV\]PSSL@L[P[PZPTWVY[HU[[VYLTLTILY[OH[Z[LT^HZHOLYTLUL\[PJHSJVUJLW[YH[OLY[OHUHZWLJPÄJ]PZ\HSMVYT!
while its generative capacities and reformulation of the traditional street were applied across a range of scales and 
JVU[L_[ZP[ZZOHWLHUKHWWLHYHUJL^LYL\UPX\LS`KL[LYTPULKI`[OL\ZLZHUK\ZLYZVMZWLJPÄJJVUKP[PVUZ
Urban imaginary & the City
-PN7YVQLJ[ÄSLZMVYWYVWVZLK*HLU/LYV\]PSSLKL]LSVWTLU[ 
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Unlike other postwar planners who embraced the carte blanche status of tabula rasa environments, Woods adopted 
HSH`LYLK[LTWVYHSHWWYVHJOJVUZPKLYPUNHZP[L»ZWHZ[PU[HUKLT^P[OP[ZM\[\YLHUKKLZPNULK^P[O[PTLVY^OH[OL
called “the fourth dimension.” For example, since the Caen sub-development was expected to span a building period 
VMÄM[LLU`LHYZ>VVKZKL]LSVWLKT\S[PWSLPUKLWLUKLU[S`]HSPKWOHZLZPLZ[LTZ^OPJO^V\SKL]LU[\HSS`NYV^[V
be interconnected. Through the continued addition of new branches and neighborhoods, the city was understood to 
operate like a living organism; Caen-Herouville would constantly evolve and avoid static form, thereby ensuring its 
SVUNL]P[`^P[OHÅL_PISLZRLSL[VUVMZ[YLL[ZHTLUHISL[VNYV^[OHUKHKHW[H[PVUI`M\[\YLPUOHIP[HU[Z
;OLPKLH[OH[HYJOP[LJ[ZZOV\SKWYV]PKLJ\Z[VTPaHISLKVP[`V\YZLSMMYHTL^VYRZYH[OLY[OHUÄUP[LJVTWVZP[PVUZ^HZ
LZZLU[PHS[V>VVKZ»ZHYJOP[LJ[\YHSWOPSVZVWO`HUKOLILSPL]LK[OH[Z[LTYLWYLZLU[LK[OLÄYZ[Z[LWPUHJOPL]PUN[OPZ
HPT9LÅLJ[PUN\WVU [OL*HLU/LYV\]PSSLWYVQLJ[OLJVTTLU[LK ¸>LULLKLK [VKPZJV]LYHTPUPT\TZ[Y\J[\YPUN
KL]PJL^OPJOJV\SKILLɈLJ[P]LMVYÄM[LLUO\UKYLKK^LSSPUNZI\[JV\SKNYV^[V[LU[OV\ZHUK^OPJOJV\SKHKHW[P[ZLSM
to changing conditions, whether these be economic, social or technological, which could then be comprehensible 
[VV\YJSPLU[Z [OH[ [OL`JV\SK\ZL P[HUKÄUK[OLPY^H` PU P[HUK^OPJO^V\SKHSSV^MVYHKHW[H[PVU[V P[ZWO`ZPJHS
environment” (Woods, 1964).
Urban imaginary & the City
Fig.  4 -  Excerpt from What U Can Do, 
Architecture at Rice 27 (Houston, TX: 
Rice University, 1970), p. 3.
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(Z[OPZZ[H[LTLU[Z\NNLZ[Z>VVKZWYPaLKÅL_PIPSP[`HIV]LHSSHUKHUHSVNPaLK [OLWYHJ[PJLVM\YIHUPZTHZHRPU [V
HJVUZ[Y\J[PVUZP[LVYHWLYTHULU[^VYRPUWYVNYLZZ[V^OPJOHYJOP[LJ[ZZOV\SKVUS`WYV]PKLIHZPJZJHɈVSKPUN/L
argued that architecture and urbanism were essentially “organizing processes” and that organization formed the single 
ethical intervention architects could make to the collective and evolutionary human habitat [Figure 4]. Yet a limited role 
for architects consequently necessitated greater user participation, from implementation and upkeep, to later revision 
HUKTVKPÄJH[PVU>VVKZL_WSHPULK!¸>LHZZ\TLK[OH[[OLTHUPU[OLZ[YLL[PZ[OLJP[`I\PSKLYHUK[OH[[OL\YIHUPZ[
or town planner, who is an architect, is here to help him, not to supplant him. An urbanist can substitute for a citizen 
OLPZLX\P]HSLU[I\[OLJHUUV[ÄUK^P[OPUOPZSPTP[LKZLSM[OL^LHS[OVMWVZZPIPSP[PLZ^OPJOHYLPUHSSJP[PaLUZ(UK[OPZ
is not his job. An architect might design for you a house which would not leak but if he should try to regulate your use 
of the house you would consider he was exceeding his mission” (Woods, 1964).
Urban imaginary & the City
Fig. 5 - Site plan for Toulouse-Le Mirail proposal (1961).
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>VVKZ»ZJVUÄKLUJL PUOPZ MLSSV^THU [VILJVTL MLSSV^I\PSKLY^HZ SPRLS`K\L [VOPZLHYS`^VYR PU4VYVJJVHUK
Marseille, as well as his own unorthodox training in philosophy. As a result, he championed the notion that “the man in 
the street” and ordinary citizens would become architects as well as occupants of a future global habitat collectively 
designed from the bottom-up. Furthermore, he believed such an approach to urbanism would require dwellers 
to collaboratively create both physical and social community along the stem - the site of community-building par 
excellence. Woods argued that street life instituted a social contract on the most basic level, since “When one walks 
in the street, one understands very quickly that a certain type of exchange is necessary between people. In order to 
walk in the street so as not to bump into another person, one must have understood that there are other people; one 
must already have a social attitude toward others” (Woods, 1967). According to Woods, streets constituted spaces 
of mutual respect, recognition, and negotiation, while stems served as the primary building blocks of a new urbanism 
HUK[OLÄYZ[Z[LW[V^HYKZHUVWLUZVJPL[ `
1.4 Web
0[PZKPɉJ\S[UV[[VYLHK>VVKZ»ZWHY[PJPWH[VY`YOL[VYPJPUYLSH[PVU[V[OL[OLUL_WHUKPUNÄLSKVMJ`ILYUL[PJZHUKPUSH[LY
texts, greater parallels between architecture and technology were made evident. After “Stem” was written to explicate 
the design process in Caen, Woods published “Web” while working on a satellite neighborhood for Toulouse. There, 
stems multiplied and spread in numerous directions, not only along a single linear path but outward to form a network 
^P[OV\[JLU[LYHUKUVY[O^LZ[[VQVPU[OLJP[`»ZOPZ[VYPJHS\YIHUMHIYPJB-PN\YLD
In the intervening years since Caen, Woods had recognized that a solitary stem could not yield a total environment, 
rather, a network of stems would be required. He had also become attracted to the democratizing impulse of “webs” 
both in systems theory and urban planning. These ideas were central to the Toulouse-Le Mirail project and were 
reinforced in the companion publication in which Woods wrote: “The idea of organization so that no parts are in 
KHUNLY VM PZVSH[PVU HUK UVUL HYL Z\IQLJ[ [V HU H WYPVYP V]LYKLUZPÄJH[PVU PZ LZZLU[PHS [V V\Y [OV\NO[ HIV\[^OH[
systems can be suitable to the evolving total society” (Woods, 1962b). However, this language of equality did not 
promote homogenous landscapes; instead, like a decentralized constellation or spiderweb, points of connection and 
heightened activity would emerge where multiple systems of circulation and organization would intersect.
Toulouse-Le Mirail employed “streets” at multiple levels, with separate systems for automobiles and pedestrians on 
the ground balanced by public passages on building facades linking apartments, shops, and community centers 
above; perpendicular to this horizontal activity ran systems of vertical movement facilitated by elevators and stairs 
[Figure 6]. These multiple circuits were then overlaid, causing independent networks to meet at various “intensity 
points” yielding a new, polycentric conglomeration. Unlike CIAM-approved functional zoning, where select areas of 
[OLJP[`^V\SKILVJJ\WPLKH[KPɈLYLU[OV\YZVM[OLKH `>VVKZZPT\S[HULV\ZS`KPZWLYZLKHUKSPURLKJVTTLYJPHS
YLZPKLU[PHSHUKPUZ[P[\[PVUHSZWHJLZ[YHUZSH[PUN[OLTH[YP_WH[[LYUÄYZ[V\[SPULKPUOPZ[OLVYL[PJHS^YP[PUNZ[V[OLI\PS[
environment.
Urban imaginary & the City
-PN7YVQLJ[ÄSLPSS\Z[YH[PUNWYVWVZLK]LY[PJHSJPYJ\SH[PVUMVY;V\SV\ZL3L4PYHPS 
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In face of the ever-increasing scale and complexity of his projects, Woods maintained that streets and pedestrians 
were the essential components of urbanism and announced the primary goal of web was “to re-establish the human 
scale in planning” (Ibid). Practically, this meant aligning the urban realm with pedestrians rather than automobiles, 
even at the most elementary level, as when we stated: “The stem remains a pedestrian way – developing at the 
scale of speed of the man on foot” (Woods, 1964); or when he observed: “In relation to speed, the measure of which 
is distance, the human scale is the pedestrian who moves at about four kilometers per hour” (Woods, 1962b). With 
this pedestrian dimension in mind, Woods spaced ancillary features throughout Toulouse-Le Mirail according to the 
amount of time it would take to walk form one to another; he then calculated such distances in “feet” despite the 
fact that his colleagues utilized the metric system and larger measurements would have been more practical when 
operating at the regional scale [Figure 7].
But perhaps the greatest challenge Woods faced was integrating his ideas into existing urban environments, especially 
those that had embraced automobiles, such as postwar Paris. Although stem and web were theoretically based upon 
WLKLZ[YPHUUL[^VYRZYLJVUJPSPUN[OLPYMVYTZ^P[OYLHSP[`VM[LUWYV]LKKPɉJ\S[6ULVMOPZTVZ[HTIP[PV\ZH[[LTW[Z[V
weave pedestrianized urbanism into a historical city center was the proposed Bonne Nouvelle redevelopment in the 
heart of Paris. After the municipality relocated the central food markets to suburban Rungis, architects were invited 
[VÄSS[OLZ\IZLX\LU[]VPKHUKPTWYV]LZ\YYV\UKPUNHYLHZ^OPJOOHKSVUNILLUJVUZPKLYLKISPNO[LKHZL]PKLUJLK
I`3L*VYI\ZPLY»ZWSHU[VV]LYOH\S[OLULPNOIVYOVVKOHSMHJLU[\Y`LHYSPLY(UHS`aPUN[OLZLWYVWVZHSZZPKLI`ZPKL
PZPUZ[Y\J[P]LPUZVMHYHZP[PSS\TPUH[LZ[OLSH[LU[PUÅ\LUJLVM3L*VYI\ZPLYVU>VVKZ»Z[OPURPUNHZ^LSSHZ[OLTHU`
ways Woods sought to break with his mentor [Figure 8]. Performing this visual comparison, Tom Avermaete has 
noted: “If the 1925 Plan Voisin by Le Corbusier for the same Parisian site seemed to be the blatant illustration of the 
irreconcilable character of modern urban models and the historic European city, then the Bonne Nouvelle project by 
Candilis-Josic-Woods seemed to announce a possible reconciliation” (Avermaete, 2005).
Fig. 7 - Proposed placement of ancillaries along the “Stem” for Toulouse-Le Mirail (1961).
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As in earlier schemes, Bonne Nouvelle would have created intensity points where the web met with existing 
neighborhood features such as bus routes, metro stations, and public monuments. The nearby famous WHZZHNLZwould 
ILLJOVLKPUZ\ZWLUKLKNSHZZHYJHKLZSPURPUNVɉJLHUKYLZPKLUJLZHJYVZZ[OLOPNOYPZLKL]LSVWTLU[^P[O[LYYHJLZ
and outdoor spaces staggered and positioned at varying levels throughout the complex. Woods even proposed an 
V]LYOLHK[YHUZP[Z`Z[LTZV[OH[\WWLYÅVVYZ^V\SKYL[HPU[OLZHTLSL]LSVMHJ[P]P[`MV\UKH[NYV\UKSL]LSILSV ^@L[
whereas the stem in Caen grew axially in one direction and the web in Toulouse in two, Bonne Nouvelle signaled an 
attempt to extend the previously developed systems in three directions and to weave them together in what fellow 
architect and Team X chronicler Alison Smithson would later dub “mat-building” (Smithson, 1974). 
)VUUL5V\]LSSLTHYRLK[OLSVNPJHSWYVNYLZZPVUVM>VVKZ»Z[OPURPUNSLHKPUN[VHTVYLZ`U[OL[PJ\UPÄLK\YIHUSHUKZJHWL
shaped by human practices rather than by compositional means. But, unsurprisingly, this futuristic overhaul never 
left the drawing board. Further, since Caen-Herouville was not developed and Toulouse-Le Mirail was only realized in 
HTW\[H[LKMVYTSP[[SLVM>VVKZ»Z]PZPVUMVYZ[YLL[VYPLU[LK\YIHUPZTYLTHPUZ]PZPISL[VKH `+\L[V[OPZSHJ\UHL>VVKZ
and his legacy are often reduced to the single built work that forms the closest approximation of his theories herein 
discussed: in Berlin, Woods wove stem and web together to create what he conceived as a McLuhan-esque “global 
village” and playfully termed “bazaar.”
1.5 Bazaar
The Berlin Freie Universität was designed as a miniature city and was thus intended to provide illustrative experiment 
of how to deal with broader problems plaguing the urban realm by theorizing issues of city living within the space of 
[OL\UP]LYZP[ `;PTLS`JPYJ\SH[PVU^HZWYPVYP[PaLKHZ^HZMHJPSP[H[PUNPU[LYHJ[PVUIL[^LLUMHJ\S[ `Z[HɈHUKZ[\KLU[Z
Additionally, due to its siting in suburban Dahlem, the campus was designed to link town and country by building 
in accordance with existing urban fabrics and preemptively respond to the rapidly encroaching metropolitan scale 
[Figure 9]. Finally, as a building intended to house progressive intellectual communities, the university setting provided 
ideal grounds for Woods to test his notion of social architecture, wherein better building would lead to improved 
human relations.
Urban imaginary & the City
-PN*VTWHYPZVUVM>VVKZ»ZWYVWVZHSMVY)VUUL5V\]LSSL SLM[HUK3L*VYI\ZPLY»Z7SHU=VPZPU YPNO[
140
Urban Art: Creating the Urban with Art
+\YPUN [OL \UP]LYZP[`»Z JVUZ[Y\J[PVU>VVKZ JVU[YPI\[LK [V H ZWLJPHS LKP[PVU VM [OL/HY]HYK (YJOP[LJ[\YHS 9L]PL^
dedicated to the subject of “Architecture and Education.” With his text “The Education Bazaar,” Woods explained the 
concepts behind and aspirations for the Berlin project, writing: “Cities represent the future of Western society, and 
schools represent the future of cities” (Woods, 1969a). He continued: “Teaching and learning are also performing arts, 
and the city is the theatre of these performances. And just as the other performing arts tend to become stilted and 
remote when isolated, as in Lincoln Center, so does Education lose its relevancy by being locked up in ivory towers.” 
Lest the metaphor be lost on his audience, Woods then succinctly concluded: “The theatre of our time is in the streets. 
,K\JH[PVU[OLUPZ\YIHUPZT(UK\YIHUPZTPZL]LY`IVK`»ZI\ZPULZZ¹0IPK
>VVKZ»ZHS[Y\PZ[PJHTIP[PVUZ^LYLYLPUMVYJLKHUKZ\WWVY[LKI`[OL\UP]LYZP[`HYJOP[LJ[\YLHUKVYNHUPaH[PVUVMZVJPHS
WYHJ[PJLZ [OH[^V\SK [HRLWSHJL [OLYLPU B-PN\YLD+YHTH[PJHSS`ÅPWWPUN [OLZR`ZJYHWLYTVKLSOVYPaVU[HS [VH]VPK
vertical isolation and defy hierarchy, Woods inserted a permeable “groundscraper” in its place to encourage movement 
VMIVKPLZHUKI`L_[LUZPVUPKLHZ[OYV\NOÅ\PKPU[LYWLYZVUHSL_JOHUNLZ/LHSZVV\[Ä[[LK[OLTHPUI\PSKPUN^P[O
ÅL_PISL PU[LYPVYHUKL_[LYPVY^HSSWHULSZLUHISPUNYVVTZHUKWVPU[ZVMLNYLZZ[VILYLJVUÄN\YLK[VHJJVTTVKH[L
Urban imaginary & the City
Fig. 9 -  Site plan for Berlin Freie Universität (1967).
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KPɈLYLU[W\YWVZLZHJ[P]P[PLZHUKJYV^KZHZ^LSSHZ[VWYV]PKLJ\Z[VTPaHISL]HYPL[`^P[OPUHTVK\SHYZ`Z[LT0[^HZ
hoped that this “open door policy” architecture would facilitate greater collaboration and catalyze the dissolution of 
disciplinary boundaries within the university providing uninterrupted access to the life of the city beyond, wherein city 
and university would mutually enrich and learn from one another, and ultimately “intertwine to an inextricable degree” 
(Ibid).
Fig. 10 - Section for Berlin Freie Universität (1967) (above) compared with section of observed dwellings in Chad 
(1962) (below).
([[OLJVYLVM[OL-YLL<UP]LYZP[`WYVQLJ[¶HUK[OLKLÄUPUNHYJOP[LJ[\YHSMLH[\YLZ\WWVY[PUN[OLZLTHUPMVSKKLZPYLZ¶
is a street network composed of two pedestrian levels overlaid at an angle so that the logic of the grid bends to the 
will of web [Figure 11]. Outdoor and indoor spaces are peppered between the two systems and are linked by ramps, 
staircases, tangential views, and hallways, while further activity is encouraged in the interstitial spaces created within 
alleys and passages providing equivalent to the “ballet of city sidewalks” promoted by Jane Jacobs. In sum, the 
campus suggested what modern cityscapes and their urban tissues could become, albeit at a fraction of the total 
scale. The university therefore functioned as a synecdoche or fractal that could be repeated and woven together to 
produce a comprehensive urban ensemble. 
/HYRLUPUNIHJR[V>VVKZ»ZLHYSPLY^VYRPU5VY[O(MYPJH[OLJVTWSL_PU]P[LZJVTWHYPZVU^P[OHTVKLSJP[`JVTWYPZLK
of squares, courtyards, and streets, or with an Arabic medina as suggested by the title and ideas contained within the 
¸,K\JH[PVU)HaHHY¹HY[PJSL-VSSV^PUN>VVKZ»Z\U[PTLS`KLH[OPU ;LHT?JVSSHIVYH[VY(SKV]HU,`JRZPTPSHYS`
YLÅLJ[LK\WVUOPZMYPLUK»Z\YIHUWYHJ[PJLHUK[OL-YLL<UP]LYZP[`WYVQLJ[Z[H[PUN¸ >LQ\Z[\ZLK[OH[VUL^ VYKºJHZIHO»
as an image, as a poetic image. We were referring to any kaleidoscopic society where all the functions are more or less 
TP_LKHUKHS^H`ZZHPKºJHZIHO»^HZ[OLÄUHSSPTP[>LKVU»[OH]L[VSP[LYHSS`THRLHJHZIHOI\[^LULLK[VILHSP[[SL
TVYLºJHZIHOPZ[PJ»I`W\[[PUN[OPUNZ[VNL[OLY!HUKSL[[PUN[OPUNZWLUL[YH[LLHJOV[OLYHNHPU¹X\V[LKPU-VYtZ
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1.6 Conclusion
Perhaps Woods and his ideas of pedestrian urbanism proved too radical for his peers and, later in life, even for himself. 
0[^V\SKILYLTPZZUV[[VTLU[PVU>VVKZ»ZÄUHSJVTTPZZPVUMVY[OL3V^LY4HUOH[[HU,_WYLZZ^H`¶VULVM[OLTVZ[
reviled postwar urban initiatives and certainly not a project dedicated to reconstituting the street.) In addition, history 
OHZUV[ILLURPUK[V>VVKZ»ZJVUJYL[LSLNHJ`![OLJLU[YHSWLKLZ[YPHUKHSSLwas never implemented at Toulouse-Le 
4PYHPS^OPSLYPV[PUNPUMVYJLKJSVZ\YLVMTHU`VM[OLJVTWSL_»Z¸Z[YLL[Z PU[OLZR`¹"TLHU^OPSL PU)LYSPU[OL
PUZ[HSSH[PVUVMJVKLTHUKH[LKÄYLKVVYZYHKPJHSS`HS[LYLK[OLVYPNPUHSUH[\YLVM[OLWSHUHUKZPNUPÄJHU[S`PTWLKLK[OL
PU[LUKLKÅV^VMZ[\KLU[ZHUKPKLHZ^P[OPU[OL\UP]LYZP[ `
@L[ YL]LYILYH[PVUZ VM >VVKZ»Z [OPURPUN HYL ILPUN MLS[ HUK W\[ PU[V WYHJ[PJL [VKH ` ^OPSL THU` VM [OL X\LZ[PVUZ
Woods grappled with are as pressing now as they were for his generation. Like other 1960s thinkers, his warnings 
HIV\[Z\Z[HPUHIPSP[`HUKÄUP[LYLZV\YJLZOH]LY\UN[Y\LWYVTW[PUN SPTP[LKJHY\ZHNLHUKHKHW[P]LYL\ZLWYVQLJ[Z
:PTPSHYS `T\UPJPWHSP[PLZHYV\UK[OL^VYSKOH]LLSL]H[LK[OLWYVÄSLVMWLKLZ[YPHUaVULZHUKW\ISPJZWHJLZHZ^LSSHZ
W\YZ\LK^LSSKLZPNULKZ[YLL[UL[^VYRZ[VJVU[HPU\YIHUZWYH^S7YP[aRLYWYPaL^PUULY(SLQHUKYV(YH]LUHHUKOPZÄYT
,3,4,5;(3»Z SV^JVZ[ PUJYLTLU[HSOV\ZPUNL_WHUKZ\WVU>VVKZ»ZTVKLSVMWHY[PJPWH[PVU"HUK [OL=LUPJL
)PLUUHSL)YP[PZO7H]PSPVUHKKYLZZLK[OLV]LYSVVRLK¸MV\Y[OKPTLUZPVU¹[VJVUZPKLYHYJOP[LJ[\YL»ZSPMLZWHU[OYV\NOV\[
construction, use, and its afterlives.
)\[IL`VUKJHSSPUNH[[LU[PVU [VK\YH[PVU ÅL_PIPSP[ ` HUKJOHUNL>VVKZ»ZHYJOP[LJ[\YLHUK\YIHUPZT MVY ¸[OLTHU
PU [OLZ[YLL[¹ ]HS\LKJVTTVUJP[PaLUZHUK [OL SPURZIL[^LLUHSSVMLHY[O»Z PUOHIP[HU[Z MVYJPUN\Z [VJVUZPKLY [OL
PTWSPJH[PVUZVMOPZ MYPLUK9VNLY=HPSSHUK»ZVIZLY]H[PVU [OH[! ¸;OL^VYSKH[ [OLZJHSLVM [OL\UP]LYZL PZHU PZSHUK¹
(Woods, 1967). Throughout his practice, Woods was committed to pedestrian-oriented urbanism. He sought to build 
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Fig. 11 - Detail of individual meshes and comprehensive overlay for Berlin Freie Universität (1967).
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relationships both concrete and metaphysical, and valued the seemingly “pedestrian” by evaluating the vernacular 
alongside cutting-edge technology.
In a lecture at the Technische Universität Berlin given shortly before his death, Woods called upon architects to avoid 
YLK\JPUN\YIHUPZT[VX\HU[PÄHISLKH[HHUK[V PUZ[LHKVIZLY]LZVJPHSWYHJ[PJLZHUKWYV]PKLTHSSLHISLMYHTL^VYRZ
MVY[OLPYHJJVTTVKH[PVUHUKL]VS\[PVU8\LZ[PVUPUNOPZSPML»Z^VYRHUK[OLM\[\YLVM[OLWYVMLZZPVUOLHZRLK!¸>OH[
JHU\YIHUPZTKV[OLU&>LSSÄYZ[VMHSSP[JHUHUKVUS`JHUKLHS^P[OWYLZLU[YLHSP[PLZ0[JHUUV[IL]PZPVUHY`"P[PZ
UV[ ºM\[\YPISL»)\[ [OLWYLZLU[ YLHSP[` PZZ\ɉJPLU[S`KPɉJ\S[ [VVJJ\W`\ZHSS¹ >VVKZ  I(S[OV\NO:OHKYHJO
>VVKZ»ZWOPSVZVWO` HUK L[OUVNYHWOPJ \YIHUPZTKLKPJH[LK [VWLKLZ[YPHUZ HUK [V [OL ¸WLKLZ[YPHU¹TH`UV[ OH]L
found welcome audience in the late twentieth century, his assessment that “we are all passengers on what Bucky 
-\SSLYJHSSZ¸:WHJLZOPW,HY[O¹OHZWYV]LUHJ\[LS`YLSL]HU[PU[VKH`»ZL]LYTVYLPU[LYJVUULJ[LK^VYSK^OLYLPU¸;OL
^VYSKPZHJP[ `HUK\YIHUPZTPZL]LY`VUL»ZI\ZPULZZ¹0IPK
(JRUV^SLKNLTLU[Z!;OL[P[SLVM[OPZWHWLYYLWYPZLZ>VVKZ»ZWVZ[O\TV\ZS`W\ISPZOLK[L_[;OL4HUPU[OL:[YLL[!(
7VSLTPJVU<YIHUPZT(Baltimore: Penguin Books, 1975), although the ideas contained therein were equally expressed 
in the articles, lectures, and built work referenced above. Research was conducted at the Shadrach Woods Archive at 
Avery Library, Columbia University, New York, NY, USA. 
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Urban Art by osa as a Laboratory
5L^(WWYVHJOLZ[V<YIHU(YJOP[LJ[\YL
*P[`7SHUUPUNHUK*VTT\UP[`)\PSKPUN
7HTLSH*:JVYaPU
Professor of Art History & Visual Culture Studies, 
Dortmund University of Applied Sciences and Arts, Design Faculty, Germany.
pamela.scorzin@fh-dortmund.de
Abstract
<YIHUHY[I`[OL6ɉJLMVY:\I]LYZP]L(YJOP[LJ[\YLVZHM\UJ[PVUZHZHUHY[PZ[PJHYJOP[LJ[\YHSSHIVYH[VY `)`TLYNPUN
YLHSP[` HUK ÄJ[PVU^P[OPU [LTWVYHY` W\ISPJ PU[LY]LU[PVUZ HUK WHY[PJPWH[VY` WYVQLJ[Z VZH HPTZ [V IL L_WSVYPUN UL^
approaches to urban architecture, city planning, and community building that are triggering and evoking alternative 
and interdisciplinary forms of public engagement, encompassing both creators and recipients, makers, and 
JVUZ\TLYZPU]P[PUNL]LY`VUL[VSVVRH[[OPURHIV\[HUKPUOHIP[[OLWVZ[PUK\Z[YPHSJP[`KPɈLYLU[S `ZPUJL[OLYLOHZ
ILLUHO\NLZOPM[PU[OLKPZJV\YZLVMTVKLYUJP[PLZPUNLULYHSHZ^LSSHZVM\YIHUZ\I\YIHUZWHJLZPUWHY[PJ\SHYK\YPUN
the last twenty years. At least, that is true for among those creatives, who occupy themselves professionally with the 
phenomenon of global metropoles and megacities, i.e. architects and planners, artists, and theoreticians. With this 
L_LTWSHY`JVU[LTWVYHY`\YIHUHY[JVSSLJ[P]LP[PZLZWLJPHSS`[Y\LVMH`V\UNLYNLULYH[PVUUV[ZVT\JOPUÅ\LUJLKI`
the ideological and aesthetic debates of the sixties, seventies, and eighties any longer, but the current actor-network 
idea.
2L`^VYKZ;HNZ!osa, new urban art, urban imagination, public intervention, participatory installation, artistic lab, 
community building, social design, scenography, network idea
0U[YVK\J[PVU!;OL6ɉJLMVY:\I]LYZP]L(YJOP[LJ[\YLVZH
Over the recent years, the manifold urban interventions and various temporary installations in urban space by VZH
6ɉJLMVY:\I]LYZP]L(YJOP[LJ[\YL1 can be seen as a new form of collaborative architectural research, cooperative 
design experiment, and participatory creation of user-oriented, highly inclusive art which is easily accessible to a wide 
audience in the public sphere. Public art hereby is utilized as a kind of artistic-architectural laboratory for creating 
the urban anew with alternative, or rather subversive, forms of ephemeral architecture, temporary interventions, and 
SVUN[PTLJP[`WSHUUPUNVYPKLU[P[VYPHSWSHJLTHRPUN*YLH[P]LYLZWVUZLZ[VZWLJPÄJ\YIHUZP[\H[PVUZHUK[OLULJLZZP[PLZ
as well as urgencies of our time beyond “decorative cosmetics“ might then open and suggest a new path to greater 
public engagement and civic co-creation, for example by artistically enhancing the functions and roles of public space 
in cities or by establishing social interaction and active participation, shared (emotional) experiences, and mutual 
encounters. The creative reinterpretation and aesthetic transformation of public space by artistic imagination might 
facilitate the sustainable regeneration of the urban in the end, and even more, discuss the idea of ownership of urban 
space anew. However, it is not considered a substitute for politics though.
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Thus, all started with such a social encounter: The artistic-architectural network group VZH originated in 1995 as part 
of a collective student project in Germany at Darmstadt University, in the Department of Architecture, and begun 
[VNYV^HZHZLSMJVTTPZZPVULKHJ[VYVYPLU[LKHUKZLSMH\[OVYPaLKÅL_PISLUL[^VYRVMZL]LYHS`V\UNUV[`L[M\SS`
established practitioners, living and working in London, Hamburg, Berlin, Frankfurt, Munich, Dortmund, Graz und 
Vienna respectively, but with similar fresh ideas on architecture, urban planning and design. From then on, their 
consistent aim as a self-organized, yet loosely connected and international creative collective has been to develop 
an innovative and alternative approach to reinterpret architecture in the city and to foster civic participation within un-
commissioned, not directly commercial workings as well as highly transdisciplinary cooperation. From the beginning, 
[OLPYLWOLTLYHS[O\ZTVZ[S`[LTWVYHY `\YIHUHY[WYVQLJ[ZHUK¸\UZVSPJP[LK¸ZP[LZWLJPÄJPU[LY]LU[PVUZPUZ[HSSH[PVUZ
have also become a striking form of self-employment as well as self-promotion for getting-up as emerging talents and 
young members of the so-called “creative industries“ — especially by crossing, blurring, and blending the boundaries 
between art, design, and architecture, varying from minimal or moveable public installations to the construction of 
actual buildings and huge spaces. Despite their remarkable, spectacular, and often challenging nature, their non-
autonomous, legal, and even commissioned urban art projects, however, are mostly not primarily provocative or 
critical in a cynical or merely activist and deeply political sense. Yet, their urban art projects always focus on the 
subversive transformation of the actual architectural and historical environment of the city here and now, by critically 
TLYNPUNYLHSP[`^P[OÄJ[PVUVY[OLHY[PÄJPHSHZHRPUKVMWYPUJPWSL/LYL^P[OVZH generates a disruption in the daily-
life urban scenery by stopping people in their tracks, making them think, and establishing a surprisingly alternative 
communication and social dialog in the contemporary cityscape. VZH therefore develop manifold urban art projects 
from a strong direct creative response to city site, as a kind of playful attempt to enrich and enhance public space in 
[OLJVU[LTWVYHY`JP[`[OYV\NOKPɈLYLU[KLNYLLZVM¸ZJLUVNYHWOPJÄJ[PVUHSPaH[PVU¸HUK¸YLHS]PY[\HSPaH[PVU¸
Thus, often “real” urban elements become parts and props of VZH»Z Z\I]LYZP]L [YHUZMVYTH[PVUZ HUK Z[Y\J[\YHS
mutations of urban spaces without even losing their original purpose, but then with new performative or scenic 
components integrated. With much creative fantasy and artistic freedom,VZH is actually playing with the built modern 
city as it exists, but revitalizing its dead functions in an impulse of repair and act of optimism, and thus regenerating 
HUKYLJVUÄN\YPUN\YIHUYLHSP[ `0UZVMHY[OLPYJOHYHJ[LYPZ[PJ^H`VM\YIHUOHJRPUNJYVZZPUNHUKQHTTPUNJHUHSZVIL
described as informal “exploits“.
:VTLL_LTWSHY`<YIHU(Y[>VYRZI`VZH
The following few exemplary urban art projects by VZHdiscussed in chronological order, shall further illustrate these 
[OLVYL[PJHSWYLSPTPUHYPLZHUKNP]LHZOVY[ PUZPNO[ [V [OLPYHY[PZ[PJHYJOP[LJ[\YHS [LJOUPX\LZHUKZWLJPÄJTL[OVKZHZ
well as subversive strategies, that are always in direct response to a found and given situation, and in sum, represent 
H ZLYPHSTL[OVK VM ZP[LZWLJPÄJ PU[LY]LU[PVUZ HUK PUZ[HSSH[PVUZ LHJO [PTL HJJVYKPUN [V ZVTL HSYLHK` LZ[HISPZOLK
characteristics of urban art today.
Urban imaginary & the City
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2.1. (Fig. 1) (U^VOULYWHYR4\YHS*VSVNUL!(TPKZ[HYH[OLY\UZWLJPÄJHUKKLZVSH[LX\HY[LYPU[OLYPNO[IHUR
of the German city Cologne, a transition zone between new-built fairgrounds, old residences, and a mix of former 
PUK\Z[YPHSZWHJLZ[OLZPNUZHUKTHYRZVMHKYLHY`WHYRPUNSV[^LYLTPYYVYLKPUHT\YHSVUHÅHURPUNO\NLÄYL^HSS
This massive wall probably belongs to the largest art studio complex in Germany, the PlanWerk. In the accompanying 
HY[PZ[Z»Z[H[LTLU[VU [OLPY^LIZP[L^L YLHK! É4P[KLYpZ[OL[PZJOLU2YHM[KPLZLYLILUZVHSS[pNSPJOLU^PLHIZ[YHR[LU
.YHÄR^ PYKUPJO[U\YLPUɈLU[SPJORLP[Z^PYRZHTLZ0JVUHUWYVTPULU[LY:[LSSLPULPULUZ[Y\R[\YLSSZJO^PLYPNLU:[HK[YH\T
eingebracht, sondern auch ganz nebenbei das Problem der Anwohnerparkmglichkeiten bei anhaltendem Druck 
der Messe auf benachbarte Flächen auf einfachste Weise nachhaltig gelst.”2 (“With the aesthetic power of this 
JVTTVUHZ^LSS HZ HIZ[YHJ[ NYHWOPJ HW\ISPJS` LɈLJ[P]L PJVU PZ UV[ VUS` PTWSLTLU[LKVUHWYVTPULU[ ZWV[ PU H
UV[VYPV\ZZ[Y\J[\YHSS`WYVISLTH[PJZP[\H[PVUPU\YIHUZWHJLI\[H[[OLZHTL[PTL[OLWYVISLTVM[OLYLZPKLU[Z»WHYRPUN
WVZZPIPSP[PLZHYLHSZVILPUNLɈLJ[P]LS`ZVS]LKPU[OLLHZPLZ[^H`^VYRPUNHNHPUZ[[OLZ\Z[HPULKWYLZZ\YLMYVT[OL[YHɉJ
of a fair area on its adjacent.“) Since then miraculously the parking had doubled overnight… 
Urban imaginary & the City
Fig. 1 - osa: Anwohnerpark, 
Cologne 2006, Photo: ©osa.
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2.2. (Fig. 2) A\T.LI\Y[Z[HNNPI[»Z;VY[L, Frankfurt am Main, Schirn Kunsthalle, 2. September 2006: This fancy “Happy 
)PY[OKH`*HRL¹HZWLJ[HJ\SHYVɉJPHSS`JVTTPZZPVULKW\ISPJPUZ[HSSH[PVUMVY-YHURM\Y[»Z:JOPYU2\UZ[OHSSLI\PSKPUN
on the occasion of its 20th anniversary, opened on September 2nd, 2006. The gigantic blow-up of a festive party 
KLJVYH[PVU [YHUZMVYTLK[OL PJVUPJHYJOP[LJ[\YLVM [OLWVZ[TVKLYUHY[I\PSKPUNI`HYJOP[LJ[\YLVɉJL)1:: Q\Z[ MVY
one single day and night into its own huge birthday cake. The playfully circular, event design-oriented celebrative 
ZJLUVNYHWO`^HZ[OLU]PZPISLMYVTHSSV]LY[OLJP[`PUKPɈLYLU[T\S[PWSLWLYZWLJ[P]LZQ\Z[MVYHM\SSKH`J`JSLVM
hours.
Urban imaginary & the City
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VZH7OV[V!5VYILY[4PN\SL[a
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2.3. (Fig. 3) 76=7VPU[VM=PL^, London (2009): A viewing platform for the 2012 Olympic Games in collaboration with 
the English )S\LWYPU[ magazine. )S\LWYPU[ and VZH[VVRKPYLJ[HJ[PVUHUKI\PS[[OLÄYZ[]PL^PUNWSH[MVYTMVY[OL
Olympics in London. At 6 a.m., on June 12th, 7VPU[VM=PL^^HZZLJYL[S`I\PS[HUKLYLJ[LK^P[OV\[VɉJPHSWLYTPZZPVU
in form of a stair-like structure painted in regulation Olympic blue. VZH placed the intervening structure alongside the 
VɉJPHSMLUJL[OH[Z\YYV\UKLK[OLM\[\YL6S`TWPJWHYRUV[ZVT\JOPUHUPSSLNHSPaLKHJ[VMWYV]VJH[PVUI\[YH[OLY
as a gesture of friendly curiousness, full openness, and great enthusiasm for the upcoming games — a spirit then 
ZLLTPUNS`\URUV^U [V [OLTHU`VɉJPHSIVKPLZVYNHUPaPUN [OLTHUKKL]LSVWPUN [OL,HZ[3VUKVUZP[L [OLU:V P[
^HZU»[Q\Z[ZLLRPUNHUKSLHRPUNPUMVYTH[PVUHIV\[[OLL_WLUZP]LI\PSKPUNWYVNYHT[OH[PZOHYK[VJVTLI `(JJLZZ[V
and views of the location were just nearly impossible for the curious visitor and interested public to obtain then. Thus, 
VZH»Z7VPU[VM=PL^^HZPUZ[HSSLKH[[OLVɉJPHSIS\LMLUJLVU[OLNYLLU^H`HZHUHJ[VMWHYHZP[HNLHUKTPTPJY `UL_[
to the point, where it crossed the Lea River. The integral installation only lasted around 60 hours, during which time it 
was used by the public, before being silently removed again by the same 6ɉJLMVY:\I]LYZP]L(YJOP[LJ[\YL.
Urban imaginary & the City
-PNVZH!76=7VPU[VM=PL ^3VUKVU 7OV[V!VZH
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2.4. (Fig. 4) ,PU[YP[[ MYLP,U[YHUJL MYLL, Volksbühne Berlin, July 16-August 28, 2010: Some additional fake columns 
on the front side barricaded the well-known theatre building in Berlin during its annual summer break, while the title 
of the subversive architectural intervention was paradoxically as well as sarcastically suggesting free admission to 
everyone… Thus the work seemed like a short, but pointed joke, that further on intimidated the audience, but also 
provoked general discussions among them, which social groups have access to cultural programs in the city.
Urban imaginary & the City
Fig. 4 - osa: Eintritt frei, Berlin 2010, Photo: ©osa.
-PNVZH!2SUPZJO>HZZLY2SU7OV[V!<SYPJO:JO^HYa
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2.5. (Fig. 5) 2SUPZJO>HZZLY,H\KL*VSVNUL has been an interactive urban installation for WSHU, a well-known forum 
of contemporary architecture (2010) in Germany: On the occasion of the event, VZH was proposing an ephemeral 
water surface in the center of the square in front of the local Schauspiel Theatre. The concept follows the logic of the 
classical motif of placing a play of water or a decorative fountain in the centre of a square, which in this case will only 
be a mundane puddle though. As a new interpretation within the current ecological as well as economical climate 
HUKP[ZJ\YYLU[HLZ[OL[PJZP[UV[VUS`Ä[ZPU[V[OLZVTLOV^ULNSLJ[LKHWWLHYHUJLVM[OPZW\ISPJZX\HYLHUKP[ZK\SS
surrounding elements, it also provides—en passant—a new multi-sensual experience, a moment of a new identity just 
MVY[OLK\YH[PVUVM[OLL]LU[:PUJL[OL^H[LYZ\YMHJLPZHSZVVɈLYPUN[OLZWLJ[H[VYUL^WLYZWLJ[P]LZHUKYLÅLJ[PVUZVM
[OLV]LYHSSJVUÄN\YH[PVUVM[OPZMVYNV[[LUW\ISPJZWHJL(YV^VM^OP[L>LSSPUN[VUZPZPU]P[PUN[OLWHZZLYZI`[VPU[LYHJ[
individually with this urban intervention. The title of the work alludes to a famous Cologne consumer product (Eau de 
Cologne) whose striking brand color is also cited here.
2.6. (Fig. 6) +PZJOHYNL9LJOHYNL0UZ[HSSH[PVU;YHUZMVYTH[PVU3HZLY9HKPV7SH `)LYNRHTLU!(ZWHY[VMHU<YIHU
Lights Event in the Ruhr area of Germany, 6ɉJLMVY:\I]LYZP]L(YJOP[LJ[\YL collaborated with artist and philosopher 
Christoph Rodatz on an architectural performance of light and sound that focuses on a hovering tower block in the 
center of the Ruhr area city Bergkamen. Simultaneously a landmark and a brutalist eyesore from post-war Germany, 
this massive urban structure had been unoccupied for about 15 years and was now due to be demolished at the end 
2013. As a farewell, the building had been painted matte black signifying its ominous fate, death, and disappearance, 
but at the same time transforming and reviving the metallic icon into a huge shrouded sculpture above the small post-
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PUK\Z[YPHSJP[`¸ L_WYLZZPUN[OL[V[HSHIZVYW[PVUVMSPNO[[VZ`TIVSPaL[OLVISP[LYH[PVUVMB[OL[V^LY»ZDSPML¹HUKH[[OLZHTL
time turning it into a gigantic public screen for the projection of an absorbing laser show at night that tracks the story 
of this doomed city tower. Interviews undertaken with former inhabitants were transmitted via a local radio channel 
situated on the top of the dark tower, allowing visitors to tune in on their own devices while enjoying the gigantic 
spectacle. Since then, the Bergkamen Citytower has disappeared without a trace, as the demolition was completed 
by the end of 2014.
2.7. (Fig. 7) ^LSSJVTL, Dortmund Harbour, 2016: On the occasion of the festival Ruhrtriennale VZH intervened on 
[OLZP[LVM [OL:(A»ZZ[LLSWYVJLZZPUNWSHU[ PU [OLJP[`OHYIV\YVM+VY[T\UK 0U^LSSJVTL, commissioned for the 
<YIHUL2UZ[L9\OYZLJ[PVUJ\YH[LKI`2H[QH(THUUHUPUK\Z[YPHS^VYRZI\PSKPUNJVUZ[Y\J[LKMVYSVHKPUNNVVKZ
is temporarily transformed into a functional walk-on platform, which is as open for encounters as the transshipment 
point itself.3The garishly pink-colored installation vehicle was working as an expression of the manifold movements of 
NVVKZHUKWLVWSLHYV\UK[OLNSVILUV^HKH`Z!¸;H[ZpJOSPJO^PKTL[ZPJOº^LSSJVTL»KLU:[Ymen, die um die Welt 
YLPZLU0ULPULY,YSp\[LY\UNa\T7YVQLR[OLP[LZ!º4PSSPVULU\UK(ILYTPSSPVULU.[LYZPUKNSVIHSPU)L^LN\UN1LKVJO
wird mehr bewegt als Kapital, Bodenschätze und Waren. Schon immer sind auch die Menschen global unterwegs. 
Menschen, die migrieren oder einfach reisen, solche, die Geschäfte machen, Menschen, die auf der Flucht sind. 
+HTP[PZ[H\JOKHZ7HYHKV_LTHYRPLY[!>PYILÄUKLU\UZPUALP[LUPUKLULUHSSLZNSVIHS\U[LY^LNZPZ[\UKNSLPJOaLP[PN
ILVIHJO[LU^PYLPUL;LUKLUaa\Y(IZJOV[[\UN»¹4¸0UMHJ[º^LSSJVTL»PZKL]V[LK[V[OLZ[YLHTZ[OH[[YH]LSHYV\UK
the world. An explanation of the project by osa states: ‘Millions and many millions of goods are moving globally today. 
However, more is being moved than capital, mineral resources and goods. People also have always been traveling 
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globally. People who migrate or simply travel, those, who do business, and people, who are refugees. This also marks 
a paradox of our times: We are in a time ,when everything is on the move globally, and at the same time, we observe 
H[LUKLUJ`[V^HYKZMVYLJSVZ\YLHUKUL^IVYKLYZL]LY`^OLYL»¹
On the whole, the 6ɉJLMVY:\I]LYZP]L(YJOP[LJ[\YLZOV\SKUV[TLYLS`ILZLLUHZHWYVMLZZPVUHSVɉJLVYÅL_PISL
creative network for the global age, but rather as an open laboratory, encompassing both creators and recipients, 
makers and consumers, inviting everyone to look at, think about and inhabit the city alternatively and anew, since 
[OLYLOHZILLUHO\NLZOPM[PU[OLKPZJV\YZLZHUKWLYJLW[PVUVMJP[PLZHUKVM\YIHUZ\I\YIHUZWHJLZPU[OLSHZ[`LHYZ
At least, that is true for among those, who occupy themselves professionally with the phenomenon of shrinking 
metropoles and global megacities, i.e. architects and planners, artists, and theoreticians. Within this exemplary 
JVU[LTWVYHY`\YIHUHY[NYV\WHUK[OLPYZP[LZWLJPÄJ^VYRPUNZP[ PZLZWLJPHSS`[Y\LVMH`V\UNLYNLULYH[PVU[OH[PZ
UV[ZVT\JOPUÅ\LUJLKWYPTHYPS`I`[OLPKLVSVNPJHSHUKHLZ[OL[PJKLIH[LZVM[OLZP_[PLZZL]LU[PLZHUKLPNO[PLZHU`
longer, but by relational aesthetics and the actor-network idea—creating platforms for exchange and new venues by 
experimenting in real-time micro-nodes, and thus, inviting everyone to look at, think about, and inhabit the modern 
JP[`HUL^HUKKPɈLYLU[S `
As bottom-up city planners they are actively taking part in current processes of global urbanization with small-scale 
model transformations and subversive reinterpretations of found urban realities, that build a new form of subtle and 
striking criticism by activist and subjective artistic self-expression, rather than by sticking to just theorizing and 
giving big-headed manifestoes. It is all about staging experiments and taking microprobes instead of creating more 
masterplans.
In the end, in each of these minor single artistic urban explorations and playfully transformative experimentations, 
which can be compared with small-scale experiments and model arrangements in a laboratory, VZH are actually 
altering imaginaries for creating broader real changes in urban spaces, that on a larger scale might be contributing 
to urban renewal and a new urbanism in the near future. Operating as a dislocated active research collective without 
one single “real studio space“, yet technologically connected, further allows extending the creative process into 
L]LY`KH` SPML ILUKPUN [OL M\UJ[PVUHS Z[Y\J[\YLZVM H SHIVYH[VY` [V [OL ÅL_PISL PUMVYTHSP[` VM HUVWLUHUK ]HYPHISL
creative network, which constantly constitutes itself by an ongoing series of workshop-projects that stimulate social 
encounters between its audiences in shared moments of social involvement, creative performances, emotional 
experiences and last, but not least, common spectatorship.
At the same time, when it comes to acting versus planning, here urban planning has more and more turned into 
H ZWLJPÄJ MVYTVM JVU[LTWVYHY` \YIHUKLZPNU^OPJO PZ HSZV JOHYHJ[LYPZ[PJ HUK ZPNUPÄJHU[ [V [OL PKLHVM [OL ZV
called “creative city“ and its constant commercialization and consumerization nowadays. However, new alliances 
and collaborations between design, art, architecture, and the city—in times of shrinking cultural budgets and rising 
demands—are forming the “creative city“ today. No wonder that sometimes, urban art is already in danger of being 
instrumentalized for upgrading and up-valuating the city. Creating atmospheres, triggering special experiences, and 
emotionalizing by visual story-telling are all crucial elements in the play here, while we all observe the continuing 
decline of public spaces through privatization and commercialization for example, that occupy and even oppress 
processes of urbanism and urbanity nowadays.
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Like with VZH, this new alternative and subversive form of bottom-up city planning, that pragmatically engages with 
the modern city as it exists in the here and now, is currently achieved by the art of disruption, which means by 
KL]LSVWPUN ZWLJPÄJ MVYTZ HUK ]LYZH[PSL TL[OVKZ VM JOHUNPUN WLYZWLJ[P]LZ PYYP[H[PUN OHJRPUN HUK QHTTPUN I`
ÅPWWPUNHUK[^PZ[PUNYLJVKPUNHUKYLJVUÄN\YH[PVUZTPZHUKYLHWWYVWYPH[PVUMHRLZHUKÄJ[PVUZPUJS\ZP]LHZ^LSS
as participatory scenographic practices, and new innovative models of (inter-)action, that on the whole, relate to the 
JVTWSL_KLTHUKZHUKJLU[YHSKPZJV\YZLZVMJVU[LTWVYHY`\YIHUZWHJLZHUKYLKLÄUL[OLTMVYHNSVIHSHNL;O\Z
[OPZZWLJPÄJHY[WYHJ[PJLHZWHY[VM[OL[YHUZKPZJPWSPUHY`\YIHUHY[NLUYLPZUV[ZVT\JOHTH[[LYVM[HRPUNV]LY[OL
tasks and routines of professional urban planning, but rather opening up creative alternatives and new experimental 
perspectives on the larger city-planning as well as the socio-political challenges of migration and globalization today.
Conclusion
>OH[JOHYHJ[LYPZ[PJZHZZWLJPÄJJH[LNVYPLZKVUV^KLÄUL[OL\YIHU^LTH`HZRM\Y[OLY0[ZLLTZ[OLVSKKLÄUP[PVUZ
^VU»[ Ä[ OLYL HU` SVUNLY·PU J\YYLU[ WYVJLZZLZ VM \YIHU NSVIHSPaH[PVU HUK PU [PTLZ VM [YHUZJ\S[\YHSTPNYH[PVU ([
least, unsolicited architect-artists and unplanned city developers like VZH do not act as the power controlling urban 
“revaluation“ top-down anymore, but rather as an actively participating, generously collaborating, constructively 
engaging, socially mediating, and identity-establishing authority highly interested in local expertise. They bridge the 
gap of seemingly disconnections between the work of architects and urban planners as well as the citizens and the 
LɈVY[Z[VYLPU[LYWYL[JP[PLZTHKLI`[OLVYL[PJHSKPZJPWSPULZZ\JOHZ[OLTVKLYUZVJPHSZJPLUJLZ\YIHUHU[OYVWVSVN `
political ecology, or political philosophy.
Instead, they also favor the democratization of city planning, and hereby, they are the more challenged with having to 
VWLYH[LPU[^VJVUÅPJ[PUNYLNPZ[LYZZPT\S[HULV\ZS`!6U[OLVULOHUKHKKYLZZPUNHNLULYHSW\ISPJPU[OLJP[`"HUKVU
the other, of course, a group of experts, peers or critics with their disruptive experiments and artistic innovations. Since 
in the end, the temporary interventions and participatory installations are judged like any other public art—whether 
they be original, aesthetically surprising, unprecedented, striking, skilled, innovative, or authentic, and somehow 
contributing to any relevant current discourse or political issue of our time.
VZH»Z ZVTL[PTLZ LU[LY[HPUPUN HUK WSH`M\S PU[LY]LU[PVUZ JVYYLSH[L [V WYVMLZZPVUHS WYVJLZZLZ VM JP[` WSHUUPUN
developing, and implementing new structures and functions for cityscapes insofar as their subversive and highly 
PU[LSSLJ[\HSHWWYVHJOJVTIPULK^P[OHUHY[PZ[PJ^PSS[VJYLH[LYLÄULKJVTWSL_HUKZ\I]LYZP]LHLZ[OL[PJZHZ^LSSHZ
alternative identities for the city, generate surprisingly new functions and roles to public spaces as well as to the public 
sphere in general, thus becoming alternative communicative nodes and social venues in a given territory by virtual 
ÄJ[PVUHSPaH[PVUHZ^LSSHZI`MHJ[\HS]PY[\HSPaH[PVUZ
/LYLÄUHSS `[OLPYJYLH[P]LHWWYVWYPH[PVUZHZ^LSSHZTPZHWWYVWYPH[PVUZVM[OLL_PZ[PUNTVKLYUJP[`PU[OLOLYLHUKUV^
JVU[YPI\[LVUHUL_LTWSHY`TPJYVZJHSL[VZVTLTHQVYWYVISLTZVM[VKH`»ZUV[PVUZVMJVU[LTWVYHY`\YIHUP[ `
Be experimental, and just try it!
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Endnotes
1 - See all urban art projects by VZH documented on 
[OLPY VɉJPHS ^LIZP[L \UKLY O[[W!VZHVUSPULUL[. Many 
thanks to Oliver, Anja, Karsten, Bernd, Britta, Anke, Ulrich 
und Sebastian from VZH who have answered so many 
questions about their work over so many years now.
2 - See artist statement on O[[W!^^ ^VZHVUSPULUL[KL
ÅH]V\YZZ[YHUNLWSHUHU^VWHYRHIV\[O[T [Accessed 
July 2017].
3 - See the full description and video documentaries of the 
latest project ^LSSJVTLVU[OLVɉJPHS>LIZP[LVM<YIHUL
Künste Ruhr on O[[W!^^ ^\YIHULR\LUZ[LY\OYKLKL
WYVQLR[^LSSJVTL and O[[WZ!^^ ^Y\OY[YPLUUHSL
KLKLWYVK\R[PVULU^LSSJVTL [Accessed July 2017]. See 
further Renate Puvogel: “Städte des Ruhrgebiets. Die 
Rolle der Kunst. Gutes und gut Gemeintes. Ruhrtriennale 
- Festival der Künste in der Metropole Ruhr, 12.08.-
24.09.2016”, in: KUNSTFORUM INTERNATIONAL 
242, 2016, 280-282. And cf. Simone Melenk on O[[W!
UVYKZ[HK[ISVNNLYKLKPLM\LUM[VUULUZJO^LYL
kunstinstallation-wellcome-von-urbane-kuenste-ruhr-
PTZHaKVY[T\UKPTOHMLUPZ[LYVLɈUL[; and Frank 
Kaltenbach: “Soziale Architektur. Grenzgänger zwischen 
Architektur und Kunst” on O[[WZ!^^ ^NVL[OLKLKLR\S
HYJ O[TS [Accessed July 2017].
4 - See O[[WZ!^^ ^MOKVY[T\UKKLKLUL^Z
kunstinstallation-schwebebahn-lockt-in-den-hafen.php 
[Accessed July 2017].
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Abstract
This text seeks to contribute to the topic of urban art from the perspective of urban development. It explores the qualities 
of urban interventions as a method employed by urban practitioners to emancipate people to fully appropriate space 
PU[OLZLUZLVM/LUYP3LMLI]YL»ZYPNO[[V[OLJP[ `;OPZWYHJ[PJLOHZILJVTLTVYLHUKTVYLJVTTVUHTVUNZTHSSLY
NYV\WZVMHYJOP[LJ[ZHUKWSHUULYZI\[PZZ[PSSWYLKVTPUHU[S`\ZLK^P[OPU[OLHY[WYHJ[PJLHZYLÅLJ[LKPU(ZZLTISL»Z
recent winning of the Turner Price. Even though the work of these urban practitioners can clearly be described as 
HUHS[LYUH[P]LWYHJ[PJLVMULPNOIVYOVVKKL]LSVWTLU[ JM/VS\I P[VM[LUZ[PSSVWWVZLZVɉJPHSNV]LYUTLU[HS
\YIHUKL]LSVWTLU[WSHUUPUN;OLWHWLY^PSS[OLYLMVYLZOV^X\HSP[PLZVM\YIHUWYHJ[PJLKPɈLYLU[PH[PUNP[MYVT\YIHU
neighborhood planning while adding certain values to communities, which could not be achieved in other ways. 
2L`^VYKZ ;HNZ! urban intervention, urban practice, alternative neighborhood development, urban practitioner, 
neighborhood planning, urban art, urban art practice 
 
;OLUV[PVUVM\YIHUPU[LY]LU[PVUPU\YIHUWSHUUPUN
In art, architecture, and urban planning, urban interventions have become synonymous with temporary actions in 
urban space. Referring to Borries et al. (2012) in their glossary of interventions the term “urban interventions” is 
JVUZPKLYLKHZHJVSSLJ[P]L[LYTMVYH¸NLULYV\ZHTV\U[VMKPɈLYLU[WYHJ[PJLZ¹HUKMVY¸UL^Z\I]LYZP]L\ZLZVMZWHJL¹
in architecture, urban planning, strategic marketing, art, and also activist and socio-cultural strategies. In architecture 
and urban planning, urban interventions are considered as instruments in urban development attributed with the 
cultural reconstruction of public spaces, making the processual transformation of the city tangible and requalifying 
the location as well as creating a new image of the space (Akbar and Scholz, 2008). Since the research on “urban 
catalyst” (2001–2003) and “shrinking cities” (2002–2008) characterized the phenomena of creative appropriation 
processes and the potential of spontaneous urbanity of temporary architectural, artistic, and cultural interventions 
in vacant buildings or declining urban areas, interventions are regarded as adequate instruments to open new 
perspectives for structurally weak, low-investment areas (Oswalt, 2004; Senate Department for Urban Development 
and Housing Berlin 2007; Hayden and Temel, 2006; BMVBS, BBR 2008; Akbar and Scholz, 2008). However, their 
strategic development potential is almost exclusively linked to areas that are not covered by the usual development 
tools of city planning and real estate management (Oswalt et al., 2013). With the urban interventions award introduced 
by the Senate Department for Urban Development and Housing of Berlin in 2010, urban interventions were provided 
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^P[OHWYVTPZPUNPUUV]H[P]LMVYJLLUJV\YHNPUNUL^TVKLSZMVYJVVWLYH[PVUIL[^LLUKPɈLYLU[HJ[VYZPU]VS]LKPU[OL
participatory process of designing urban development (Senate Department for Urban Development and Housing 
)LYSPU/LYL[OLKLÄUP[PVUVM\YIHUPU[LY]LU[PVUZPU\YIHUWSHUUPUN^HZL_[LUKLK[VPUJS\KLJVVWLYH[PVUHUK
participatory design, in light of the fact that architects and planners have adapted urban interventions as tools for 
urban development but also as strategies for working within social space. 
0U\YIHUWSHUUPUN\YIHUPU[LY]LU[PVUZHYLZ[PSSWYLKVTPUHU[S`\ZLKPU[OLKL]LSVWTLU[VMIYV^UÄLSKZVYKLJSPUPUN
neighborhoods—especially in the context of A^PZJOLUU\[a\UNLU TLHU^OPSL \ZLZ PU HYLHZ SHJRPUN Z\ɉJPLU[
economic demand to develop projects with the usual real estate market investors. Used as part of the planning 
process, these interventions represent a welcome way of experimenting in a mostly “static” planning environment 
(Karow-Kluge, 2010). There are a number of major advantages associated with such approaches in urban planning. 
Firstly, urban interventions can often be implemented much more quickly than projects following the usual planning 
processes thus acting as starting points or indicators for change or new activity. The second advantage relates to the 
conventional structure of planning administrations, which is focused on outcomes. At the beginning stands a political 
NVHS^OPJOHUHKTPUPZ[YH[PVUPZ[OLU[HZRLK[VKLSP]LY(STVZ[HSS[OLZ[LWZ[VIL[HRLUPU[OPZWYVJLZZHYLWYLKLÄULK
(U\YIHU PU[LY]LU[PVUMVSSV^ZHJVU[YHY`WYPUJPWSL! P[»ZVUS`[LTWVYHY ` P[»ZH[LZ[ P[»ZH¸SHIVYH[VY`¹·P[IYLHRZ^P[O
existing planning patterns. It provides an important tool for areas where planning is too restrictive to enable progress. 
And there is another, more practical aspect: as interventions are temporary. They can act outside existing policies 
and regulations or at least explore  how much these can be stretched under the given circumstances. Sometimes 
PU[LY]LU[PVUZJHUL]LUOLSW[VKLÄULHUK[LZ[UL^YLN\SH[PVUZ<ZPUNWYHJ[PJLZ[OH[YLSH[L[V¸HY[¹JHUZVTL[PTLZHSZV
makes it easier to gain planning permission. Another important advantage of urban interventions is their participatory 
character. The German term 4P[UHOTL, which is usually used as an important objective of planning processes, relates 
[V[OPZHZWLJ[0[SP[LYHSS`TLHUZ[HRPUNZVTLVUL»ZOHUK[VSLHKPUN[OH[WLYZVU[OYV\NO[OLWYVJLZZ[VHWVPU[^OLYL
an agreement or at least understanding of the proposed goal is reached. 
Further aspects of urban interventions in urban development are city marketing and social neighborhood development. 
In city marketing, urban interventions are used to develop the brand of a city, as they successfully produce images and 
narratives. In social work and neighborhood management, urban interventions are used to get in contact with people 
or gain easier access to certain projects or programs. 
(IYVHKLY\UKLYZ[HUKPUNVM\YIHUPU[LY]LU[PVUZHZHY[PU[OLW\ISPJPU[LYLZ[
The notion of urban interventions as a practice of urban art is lost, however, where it is simply used as an instrument 
VY[VVS<YIHUPU[LY]LU[PVUZPU[OLÄLSKVMHYJOP[LJ[\YLHUK\YIHUWSHUUPUNOH]LOLUJLZVTL[PTLZILLUJYP[PJPaLKHZ
“pocket revolutions,” producing micro solutions for everyday problems of marginalized communities (BAVO, 2007). 
0U[LY]LU[PVUZZOV\SKYH[OLYIL\UKLYZ[VVK¸HZHZLSMYLÅL_P]LHUKHJ\S[\YLVMJOHUNLWYVTV[PUNWYHJ[PJLVM\YIHUHY[
that understands the given as generated and thus transformable” (Krasny and Nierhaus, 2008). As urban interventions 
are a practice of urban art and thus as art in the public sphere one can expand the term urban art into public art
(Hildebrandt, 2012). The term public art summarizes art practices interfering with urban development processes by 
involving the art viewers into the third paradigm of public art practices: HY[PU[OLW\ISPJPU[LYLZ[ or UL^NLUYLW\ISPJHY[ 
(NGPA) as Miwon Kwon (1997 schematically distinguishes it.1/LYKLÄUP[PVUPZIHZLKVU:\aHUUL3HJ`»Z^PKLS`RUV^U
publication 4HWWPUN[OL;LYYHPU (1995):
1 - The two others paradigms are (1) art in public places and (2) art as public spaces.
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It actually is a genre of public art work, not in the traditional sense, referring to a monument places in a central area 
of the city, but because it deals with the public in an interactive way. [...] This construction of a history of new genre 
public art is not built on a typology of materials, spaces, or artistic media, but rather on concepts of audience, 
relationships, communication, and political intention.
2^VU  KLÄULZ“HY[PU[OLW\ISPJPU[LYLZ[VYGUL^NLUYLW\ISPJHY[»BHZDVM[LU[LTWVYHY`JP[`IHZLKWYVNYHTZ
focusing on social issues rather than the built environment that involve collaborations with marginalized social groups 
(rather than design professionals), such as the homeless, battered women, urban youths, AIDS patients, prisoners, 
and which strives toward the development of politically-conscious community events or programs.“
The following terms in the two citations warrant a closer look: city-based programs, social issues, collaborations 
(with marginalized social groups), development of politically-conscious community events or programs, deals with 
the public in an interactive way and concepts of audience, relationships, communication, and political intention. Such 
descriptions indicate that urban interventions are potentially [OL main practice of urban art widely discussed among 
HSSKPZJPWSPULZ^VYRPUNPUHU\YIHUJVU[L_[HUK^P[OPU[OLÄLSKVMW\ISPJYLHST
>OLUSVVRPUNH[[OL[YHUZMVYTH[PVUVMHJ[\HSZWHJL[OLWYL]PV\ZS`JP[LKKLÄUP[PVUVM2YHZU`HUK3PLYOH\ZVɈLYZ
another interesting perspective: If we take the urban as generated and transformable—then transforming the actual 
space may be the key intention. If that is the main point, the question that arises is: how do artists actually achieve it?
\YIHUPU[LY]LU[PVUZ¶HTL[OVKVSVN`VM\YIHUWYHJ[PJL
In the following, the qualities of urban interventions are highlighted as a methodology employed by urban practitioners 
to create self-determined and appropriated space within the public realm. This art of urban action can be considered 
a common urban practice, which is no longer applied exclusively by artists, but by multiple disciplines intervening 
in urban space. It is indeed those qualities of urban interventions that originate in urban art, which make them a 
TL[OVKVSVN`LUHISPUN\YIHUWYHJ[P[PVULYZ[VWYVK\JL\YIHUZWHJLPU[OLZLUZLVM3LMLI]YL»ZYPNO[[V[OLJP[ `
The idea of urban practice discussed in this paper has evolved from urban art and has shaped a type of alternative 
community-led development, which is operating in parallel to municipal urban planning. This kind of practice creates 
HULPNOIVYOVVKKYP]LUKL]LSVWTLU[^ OPJOPZIV[OSVJHSS`ZWLJPÄJHUK[Y\S`WHY[PJPWH[VY `HZP[WYV]PKLZZ[YH[LNPLZ[OH[
YLZWLJ[HUKM\SÄSSSVJHSULLKZ^OPSLHSSV^PUNZWHJLMVY[OLJVTT\UP[`[VM\SS`HWWYVWYPH[L[OLZWHJLZ/V^L]LY[OPZ
WYHJ[PJLPZVM[LUZ[PSSHZZVJPH[LKZVSLS`^P[O[OLÄLSKZVMHY[HUKJ\S[\YL;OPZPZHSZVYLÅLJ[LKPU[OLM\UKPUNZV\YJLZMVY
Z\JOWYVQLJ[Z![OL`HYLVM[LUÄUHUJLKI`J\S[\YHSPUZ[P[\[PVUZPU[OLJVU[L_[VMIPLUUPHSZHY[MLZ[P]HSZL[J
¸<YIHUWYHJ[PJL¹JHUILKLÄULK\ZPUNMV\YJH[LNVYPLZVYPNPUH[PUNMYVTHY[^OPJOHYLHSSYVV[LKPUHY[OPZ[VY `I\[JV\SK
qualify neighborhood planning alike. There are four characteristics associated with urban interventions as a method 
PUHS[LYUH[P]LULPNOIVYOVVKKL]LSVWTLU[!JVWYVK\J[PVUSVJHSZWLJPÄJP[ `HS[LYUH[P]LYLHSP[ `HUKWVZP[P]LTVTLU[
*V7YVK\J[PVU
:PSRL-LSKOVɈ KLZJYPILZ[OLKLSPILYH[LPUJS\ZPVUVMYLJPWPLU[ZVMHY[VY[OLSVJHSWVW\SH[PVUHZJV[OPURLYZ·
HUK[OLYLI`JVWYVK\JLYZ·VMHUHY[PZ[PJWYVQLJ[HZMVSSV^Z!¸(ZHYLZ\S[ ºWHY[PJPWH[VY`»TLHUZ[OL\UPU[LUKLKMVY
[OL[PTLILPUNVUS`WV[LU[PHSS`LUHISPUNHJ[P]LWHY[PJPWH[PVUHUKºZVJPHSYLSH[PVUZ»KLZJYPILZ[OLVIQLJ[P]LVMH^VYR
º7HY[PJPWH[P]L»È OV^L]LYTLHUZ HU HJ[P]L WHY[PJPWH[PVU [OH[ OHZ HJ[\HSS` [HRLUWSHJL [O\Z KLZJYPILZ [OL YLZ\S[ VM
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HUHJ[PVUVMHWYVQLJ[¸-LSKOVɈ V^U[YHUZSH[PVU>OPSL[OL[LYT¹WHY[PJPWH[VY`¹»KLZJYPILZ[OLWVZZPIPSP[`MVY
PU]VS]LTLU[ PUHWYVQLJ[¸WHY[PJPWH[P]L¹» YLMLYZ [VHJ[P]LWHY[PJPWH[PVU M\UJ[PVUPUNHZHTHPUKYP]LY PU [OLWYVJLZZ
without that a project could otherwise not have been realized. 
-LSKOVɈHSZVZOV^ZT\JOTVYLKL[HPSLK[OHU0JHUKLZJYPILP[UV ^OV^[OLJVUJLW[VM[OLHY[]PL^LYHZHJVWYVK\JLY
OHZKL]LSVWLK[OYV\NOV\[HY[OPZ[VY `+\L[V[OLJOHUNLK]PZ\HSOHIP[ZHUKHY[JVUJLW[PVUZ[YPNNLYLKI`+\JOHTW»Z
)PJ`JSL>OLLS in 1913, the discussion with the art viewer has become a subject of artworks. With his ready-mades, 
Duchamp challenged museum visitors, who had to learn to perceive an everyday object as art, due to its placement 
in the context of a museum. The next challenge for the art recipient came with Concept Art, in which the relationship 
between the artist and the viewer is discussed even further. The conceptual artist Timm Ulrichs speaks of the co-
WYVK\JLY6OɈ V^U[YHUZSH[PVUILJH\ZLHY[PZJYLH[LKPU[OLTPUK;OLZVJPHSKLIH[LVUWHY[PJPWH[PVUPU[OL Z
and 1970s also led to artists examining participatory practices. The artistic aspect of happenings and environments 
are other forms of the inclusion of the art viewer in the art production. However, through the social upheavals of the 
 Z\YIHUYLNLULYH[PVUWYVJLZZLZHSZVILJHTL[OLMVJ\ZVMHY[PZ[PJ\YIHUWYHJ[PJLZ;YPZOH)YV^U»Z9VVM7PLJL 
7LYMVYTHUJL HUK.VYKVU4H[[H*SHYR»Z*\[[PUNZ HYLJVTTVUS`YLMLYYLK[V0U[OL` LHYZ[OH[MVSSV^LK
the debate about the city and social conditions played an important role. In 1995, Suzanne Lacy introduces the 
term “New Genre Public Art” for so-called art in the public interest (in addition to art in the public space and art as a 
public space). And Paula Marie Hildebrandt (2012, own translation) describes it as “socially engaged, participatory, 
relational, dialogical, situational and collaborative art practice,” which is associated with the politicization of art. 
 
;OLSVUN[LYTKPZJ\ZZPVU^P[O[OLHY[PZ[»ZV^UYVSLHZ^LSSHZ^P[O[OLYVSLVM[OLHY[]PL^LYSLHKZ[VPU[LY]LUPUNVU
[OLZHTLSL]LSVYHZHJ[VYZVYYLWYLZLU[H[P]LZVMLX\HSPU[LYLZ[Z;OL\YIHUWYHJ[P[PVULY»ZV^UPU[LYLZ[PZVMUVTVYL
importance than the interest of other (informal) space users. In stark contrast to “co-producer” the term Mitnahme is 
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VM[LU\ZLKPU\YIHUWSHUUPUNWHY[PJPWH[VY`WYVJLZZLZ;OLÄYZ[TLHUZ[VJVVWLYH[L^P[OZVTLVUL!`V\JVU[YPI\[LPUH
shared work with someone in a self-determined way; whereas the latter means to get an opportunity to act: one can 
[HRLHJ[PVUHUKP[PZUPJLPMVULKVLZI\[P[»ZZVTLVULLSZL^OVWYV]PKLZ[OLWVZZPIPSP[`[VKVZV
3VJHS:WLJPÄJP[`
In his lecture on <YIHUL7YH_PZ, Frank Eckardt (2013) unfolds three structures that determine urban practice. An 
PU[LY]LU[PVUILJVTLZ H\[OLU[PJ I` JVUULJ[PUN [V [OL SVJHS PU [OYLL HZWLJ[Z! ÄYZ[S ` [OL WVSP[PJHS Z[Y\J[\YLZ^OPJO
form the circumstances one is working in, secondly, the material structures, the local material and conditions—the 
autochthonous—one uses and reacts to, and thirdly, the perception, which interprets the structures within the project 
and puts them into a narrative. 
As a structural condition of urban practice, Eckardt (2013) introduces the “structure of the material,” which he describes 
as autochthonous. The term autochthonous originates from ethnology and refers to the “found at the present location” 
or “at the found place originated.” The examination of the found or found on the site is a central property of urban 
practice. In urban interventions, the improvisation found on the spot determines the improvisation. Spontaneity and 
PTWYV]PZH[PVUHYLUV[HYIP[YHY `I\[HYPZL PU YLZWVUZL [V [OLZWLJPÄJP[`VM [OLWYLTPZLZ [VL_PZ[PUN SVJHSTH[LYPHSZ
and the prevailing conditions on the ground. The intervention thus acquires its authenticity through the uncovering 
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and displaying of local conditions. This perception allows new interpretations of the created structures telling the 
process. The urban intervention is embedded in the narrative. This is all the more supported by the fact that the local 
RUV^SLKNLVM[OLPUOHIP[HU[ZVMHZP[LPZPUJS\KLK^ P[OPUP[;OYV\NO[OLUHYYH[P]LZ[OLKPɈLYLU[WLYZWLJ[P]LZVUHWSHJL
change—and in return, the latter change the narratives. Eckardt (2013) describes this as “the production of meaning 
and reinterpretation in the aesthetic, the emotional as well as the functional at the same time” (own translation). This 
reinterpretation occurs chronologically and linearly as a kind of chronology of urban practice from idea—experiment—
experience—knowledge. Through the repetition of that chronology—the circuit of improvisation—a new knowledge 
is created at every step of the project: the localized and personalized knowledge of the urban practitioner. The result 
is a subjective, localized, and spatial knowledge that is enriched by the continuous circulation of improvisation in the 
intervention and has its origin in the inherent knowledge of the local (the knowledge of the inhabitants) as well as 
[OLJYLH[P]LZWH[PHSRUV^SLKNLVM[OL\YIHUWYHJ[P[PVULY;OPZPZ^OH[THRLZ\YIHUWYHJ[PJLH\[OLU[PJHUKVɈLYZ[OL
VWWVY[\UP[`[VYLHSS`LTILKSVJHSZWLJPÄJP[PLZPU[OLWYVWVZLKZVS\[PVU
(S[LYUH[P]L9LHSP[`
(Y[OHZHZWLJPHSYVSLPUZVJPL[`[OH[KPɈLYLU[PH[LZP[MYVTV[OLYO\THUWYHJ[PJLZ;OPZPZTVZ[S`K\L[V[OLZLSMW\YWVZL
of art. Art has no other purpose than itself. Although this quality is essential for art as it allows free creation, art is also a 
¸OPNOS`WYVK\J[P]LYLÅL_P]LWYHJ[PJL¹)LY[YHTV^U[YHUZSH[PVU5PRSHZ3\OTHUUL_WSHPUZ¸ZLSMYLMLYLU[PHSP[`¹PU
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HY[HZMVSSV^Z!HY[JYLH[LZP[ZV^U]HS\LZ`Z[LTI`JYLH[PUNZWLJPÄJJVUKP[PVUZ[OH[HWWS`[VP[;OYV\NO[OLJVUZPZ[LU[
implementation and pursuit of these conditions, artists create works of art, which are subject only to these, their 
V^USH^Z;OPZJYLH[LZHYLHSP[`WHYHSSLS[VL]LY`KH`YLHSP[ `;OLYLHSP[`VML]LY`KH`SPMLJHUILYLÅLJ[LKI`UV[VUS`
recognizing the reality of an artwork but also by recognizing another reality. As a result, one can suddenly see his or 
OLYV^UYLHSP[`HIZ[YHJ[S`HUKHZVUS`VULVMKPɈLYLU[WVZZPIPSP[PLZ(Y[[O\ZWYVK\JLZHS[LYUH[P]LWVZZPIPSP[PLZVMYLHSP[`
and visualizes prevailing social conditions. Through the artistic process, those conditions become visible and—once 
visible—can be interrogated (cf. Baraldi et al., 2008). 
 
<YIHUPU[LY]LU[PVUZHSZVZOV^HUHS[LYUH[P]LYLHSP[`I`VɈLYPUNUL^ZWHJLZMVYHSPTP[LKWLYPVKVM[PTL;OL`HSSV^V[OLY
\ZLZHUKVɈLYUL^M\UJ[PVUZHUK[OLYLI`HKPɈLYLU[JVKPUNVMHZWHJL-YVTUV^VU[OPZZWHJL[LSSZHKPɈLYLU[Z[VY `
PU^OPJOV[OLY[OPUNZHYLWVZZPISL<YIHUPU[LY]LU[PVUZLUHISL[OPZHS[LYUH[P]LYLHSP[`UV[VUS`[OYV\NOYLÅLJ[PVUHZP[PZ
the case with works of art in, for example museums, but also through immediate experience and appropriation. As a 
result, the interventions are not only a form or an object, but they become a possibility. Thus, urban interventions are 
developed in a participatory manner and through the collaborative and active creation of places of spatial production. 
They therefore represent a method to produce space and serve as an instrument for a participative approach.
7VZP[P]L4VTLU[
Positive moments describe a crucial turning point within processes. The “moment” has come, when a particular 
interest meets a wider context, a wider understanding. This moment is often connected with the gathering of people, 
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for example at a neighborhood party, a neighborhood assembly or any kind of platform, which launches a broad 
and fruitful discussion of interests. The “positive moment” is also important for legitimacy issues and democracy 
KPZJ\ZZPVUZ VM \YIHU WYHJ[PJL ILJH\ZL P[ [LZ[PÄLZ [OH[ H [VWPJ PZ VM IYVHKLY \UKLYZ[HUKPUN HUK Z\WWVY[ PU [OL
neighborhood and no singular interest any more. David Harvey (1996) refers to the concept of “militant particularism” 
by Raymond Williams to explain a positive moment within a political process, when societal values are developed from 
a particular set of interests:
This idea suggests that almost all radical movements have their origin in some place, with a particular set of issues 
which people are pursuing and following. The key issue is whether that militant particularism simply remains 
localized or whether, at some point or other, it spills over into some more universal construction. [...] In other 
words, in this view foundational values and beliefs were discovered in particular struggles and then translated onto 
HIYVHKLY[LYYHPUVMJVUÅPJ[. It seems to me that the notion of community, viewed in this way, can be a positive 
moment within a political process. However, it is only a positive moment if it ceases to be an end in itself, ceases 
to be a thing which is going to solve all of our problems, and starts to be a moment in this process of broader 
construction of a more universal set of values which are going to be about how the city is going to be as a whole.
Urban practice thus employs urban interventions to identify spaces of opportunities, to address questions about the 
design of reality in a comprehensible and low-threshold manner, and to transform a given place from the conceivable 
to the nameable and the feasible. In this process, addressing a singular problem can lead to a common understanding 
VM[OLKL]LSVWTLU[NVHSZVM[OLKPZ[YPJ[(UKHɈLJ[LKPUKP]PK\HSZJHUILLUJV\YHNLK[VNL[PU]VS]LKMYVT[OLZ[HY[
through the platform building process.
<YIHUWYHJ[PJLPU[OLYLHSTVMULPNOIVYOVVKKL]LSVWTLU[ 
<YIHUWYHJ[PJL\ZLZ\YIHUPU[LY]LU[PVUZHZHTL[OVKVSVN `HUK[OLYLMVYLVɈLYZX\HSP[PLZ[OH[HYLJY\JPHSMVYZ\JJLZZM\SS`
implementing a truly local, supported, and successful neighborhood planning process. I would like to conclude with the 
Z[H[LTLU[[OH[\YIHUWYHJ[PJLZOV\SKU»[ILHIZVYILKI`\YIHUWSHUUPUNHKTPUPZ[YH[PVUZI\[ZOV\SKILHJRUV^SLKNLK
as a neighborhood development strategy with an outcome that has the same relevance and importance as an urban 
development concept or master plan commissioned by the municipality. 
0U\YIHUWYHJ[PJL[OL PU[LNYH[PVUVM SVJHSWLVWSL[OLPYRUV^SLKNLHUKHWWYVHJO PZ Q\Z[HZ PTWVY[HU[HZ[OLHY[PZ[»Z
own. Due to that the project is developed in a way that it allows the people involved to actually decide on how the 
space is going to be determinded and used. They decide about the function and what the project is going to be like. 
:VTL[PTLZ[OL`L]LUI\PSKHUKJVUZ[Y\J[P[;OL`[YHUZMVYT[OLL_PZ[PUN·HUK^P[O[OLÄYZ[KPUULYVYWHY[`[OL`HSZV
use the space. So already during the implementation of the project the space is used by the end users in the way they 
KLJPKLK[V\ZLP[;VZ\TTHYPaLHNHPU![OL`ÄYZ[KL[LYTPUL[OLZWHJL[OLU[YHUZMVYTP[[OLTZLS]LZHUKHYLÄUHSS`[OL
ones who use the space. 
;OLZL[OYLLZ[LWZKLZJYPILHWYVJLZZVMZWHJLWYVK\J[PVUPU[OLZLUZLVM/LUYP3LMLI]YL»ZYPNO[[V[OLJP[`(UKLYZVU
2011). This process is what actually connects all the urban interventions I understand as important for urban 
neighborhood development. They all share the understanding of how to produce, change or create an urban space. 
In this sense, urban interventions are not a kind of art practice that happens accidently somehow, somewhere, and 
sometimes, but instead are a method  for urban practitioners to reach the particular kind of space production in 
the sense of Lefebvre that I mentioned before. Therefore, this urban art becomes \YIHUWYHJ[PJL, a practice that 
Urban imaginary & the City
163
Urban Art: Creating the Urban with Art
PU]LZ[PNH[LZHUKOPNOSPNO[ZPZZ\LZHUKWYVK\JLZYLSL]HU[LɈLJ[ZMVYULPNOIVYOVVKWSHUUPUNPUHUHS[LYUH[P]L^H`HUK
sometimes in parallel to municipal neighborhood planning.
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Connect. Create. Care 
<9)(55(;0654<:,<4-69<9)(5*65;,4769(9@(9;
The URBAN NATION MUSEUM FOR URBAN CONTEMPORARY ART is a globally unique center 
of urban contemporary art in Berlin.
Over the last four years, the façade of Bülowstrasse 7 has featured regularly changing works by international and local 
urban artists such as Shepard Fairey, D*Face, Maya Hayuk, and The London Police. The artworks created throughout 
Berlin under the auspices of URBAN NATION and executive director Yasha Young since 2013 form the centerpiece of 
the collection. In addition, the URBAN NATION MUSEUM FOR URBAN CONTEMPORARY ART is home to the unique 
book collection of the renowned photojournalist Martha Cooper, whose pictures document the birth and development 
VMNYHɉ[PHUK\YIHUHY[PUYLJLU[KLJHKLZ
-PN:OLWHYK-HPYL`!5V-\[\YL6UL>HSS-YVILUZ[YHZZL7OV[V!5PRH2YHTLY<9)(55(;065
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Instead of just conserving, the museum also encapsulates the original idea behind temporary urban art. Changing 
murals will be exhibited on mobile elements on the façade of the museum and will subsequently become part of the 
<9)(55(;065HYJOP]LZ;OLT\ZL\T»Z PU[LYPVYHSZVTHRLZ MVY\U\Z\HSL_WLYPLUJLZ!<9)(55(;065 PZ SP[LYHSS`
moving the street indoors. A gallery catwalk stretching across the two stories of the museum interior makes it possible 
to look at the exhibits both from afar and close up.
;OLT\ZL\T»Z SLP[TV[PM PZ ¸*VUULJ[*YLH[L*HYL¹ 0[ PZT\JOTVYL [OHU Q\Z[ HUL_OPIP[PVU ZWHJL! PU HKKP[PVU [V
ZOV^PUNL]LYJOHUNPUN^VYRZI`PU[LYUH[PVUHSHUKSVJHSZ[YLL[HY[PZ[Z<9)(55(;065HSZVVɈLYZHUV]LSWSH[MVYTMVY
LUJV\U[LYZL_JOHUNLYLZLHYJOHUKLK\JH[PVUYLSH[LK[V\YIHUZ[YLL[HY[(Y[PZ[Z»YLZPKLUJPLZVU[OL\WWLYÅVVYZVM
the building allow up-and-coming artists in particular to live and work in Berlin for three to six months. Their creativity 
have free rein at URBAN NATION.
Fig. 2 - URBAN NATION - Inside. Photo: Sabine Dobre.
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:P[\H[LKPU[OLOLHY[VM)LYSPU^ OPJOPZOVTL[VHOPNOJHSPILYHUKOPNOS`HJ[P]LHY[ZJLUL[OLT\ZL\TÄSSLKH]HJ\\T
in international art by providing a permanent access point for one of the most important art forms of the 21st century. 
<9)(55(;065^ HZPUP[PH[LKI`[OLUVUWYVÄ[MV\UKH[PVU)LYSPULY3LILU;OLPU[LYUH[PVUHSS`YLUV^ULKJ\YH[VY@HZOH
Young is its executive director.
URBAN NATION MUSEUM FOR URBAN CONTEMPORARY ART 
Bülowstrasse 7
10783 Berlin
Telephone: +49(0)30 32295989
Opening hours: 
Tue – Sun 10am – 6pm
Admission: free
Barrier-free access
Partners
-PN>LZ6U\Y!:^LL[LZ[:PU6UL>HSS)LYSPU2YL\aILYN7OV[V!7YPUJL)VVNPL
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Fig. 4 - URBAN NATION - façade. 
Photo: Nika Kramer.
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¸>VYRZ^P[OV\[ M\[\YLWLYZWLJ[P]L ¯HYL MHZ[ PU[LY]LU[PVUZ^P[OV\[
PTWHJ[¸VY[OLPKLHVMH[YH]LSSPUN\YIHUHY[SPIYHY`[VKVJ\TLU[[OL
KL]LSVWTLU[VMJVU[LTWVYHY`T\YHSPZT
Jens Besser
urban script continues, Dresden, Germany 
jens@anartchy.com
Abstract 
In 2014 the mural project meeting Time for Murals took place in Dresden. The question of the 
origins of the new muralism was a result of numerous discussions about the future of mural 
MLZ[P]HSZ;OH[»Z^O`[OL^PZOMVYHOPZ[VYPJHSYLHWWYHPZHSVM[OLUL^T\YHSPZTPU[OLMVYTVMH
[YH]LSSPUN\YIHUHY[SPIYHY`LTLYNLK!HSPIYHY`[OH[PZUV[Ä_LK[VHWSHJLI\[JHU[YH]LS[VHJYVZZ
all oft he world‘s continents.
Keywords: contemporary muralism, documentation, research of mural history
In 2014 the mural project meeting Time for Murals took place in Dresden. The question of the 
origins of the new muralism was a result of numerous discussions about the future of mural 
MLZ[P]HSZ5LHYS`HSSMLZ[P]HSZHUK[OLPYVYNHUPaLYZHYLIHZLKVUPSSLNHSHJ[P]P[PLZZ\JOHZNYHɉ[P
or uncommissioned painting on walls. But their origins have been inadequately documented and 
poorly analyzed. According to public opinion, the new muralism is only based on legal activities. 
;OH[»Z^O`[OLKLZPYL^HZL_WYLZZLKMVYHOPZ[VYPJHSYLHWWYHPZHSVM[OLUL^T\YHSPZTPU[OLMVYT
VMH[YH]LSSPUN\YIHUHY[SPIYHY`!HSPIYHY`[OH[PZUV[Ä_LK[VHWSHJLI\[JHU[YH]LS[VHSSJVU[PULU[Z
The key element of the travelling library would be a digital archive. It would serve to to collect 
HUHSVN\LPUMVYTH[PVUTLKP\TZZ\JOHZNYHɉ[PTHNHaPULZWOV[VZ]PKLVZUL^ZWHWLYHY[PJSLZ
and sketches. All analogue mediums are digitized on-site.
The origin of the new muralism lies in the era before the massive spread of digital media when 
TVZ[ HY[PZ[ZKVJ\TLU[LK [OLPY^VYRZVU ÄST;VWYV[LJ[ [OLPY HUVU`TP[ ` [OL SPIYHY` ULLKZH
OH[JOVYH¸JVUMLZZPVUHSIV_¹^OLYLWOV[VZVYÄSTZJHUIL SLM[KPNP[PaLKHUK PUZ[HU[S`NP]LU
back anonymously.
A research team would accompany the library. The team would order the library to make it usable. 
Additionally, the team could archive the street art of the cities to which it travels. Researchers 
could travel along the paths of artists, be present at events (such as festivals or art projects) or 
just archive contemporary street art.
Furthermore, the library could function as a meeting point, place for discussions and exchange 
or starting point of guided tours.
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<YIHU*YLH[P]P[`
International research topic 
 
info@urbancreativity.org
Whether considering them an aggression on the city and its users, whether building them as not 
only a sociological and anthropological response but also, a creative one to the architectural 
LU]PYVUTLU[V]LY[OLWHZ[KLJHKLZNYHɉ[PHUKZ[YLL[HY[OH]LYLJLU[LYLKKLIH[LZHIV\[\YIHU
public contemporary art and creativity.
However, and even though a consensus has not been reached (and probably never will), the 
focus on these creative practices and their actors has increased considerably. The debate 
around these practices, had being both preceded and followed by exhibitions in museums, 
galleries and other institutions. Also inside the academia, and the editorial quadrant, several 
H\[OVYZOH]LMVJ\ZLK[OLPYH[[LU[PVUHUKYLZLHYJOPUNYHɉ[PHUKZ[YLL[HY[YHUNPUNMYVT[OLTVZ[
renown names and angles to the most remote and non-traditional geographies.
Due to the maturity of the local ecosystem and to global dynamics, Lisbon has been put on the 
map of such manifestations and evolutionary movements. Taking advantage of a de-centered 
perspective to the occidentalized ways of doing, centered in the timeless qualities and well 
balanced in the cardinal points of world dynamics.
In the aftermath of the 2014 Lisbon International Conference, it became clear due to the large 
U\TILYVMJVU[YPI\[PVUZMYVTKPZ[PUJ[P]LKPZJPWSPUHY`ÄLSKZ[OH[[OLYLZLHYJOTL[OVKVSVNPLZHYL
in fact unique. The advanced studies of Street Art & Urban Creativity (SAUC), interdisciplinary 
and transnational approaches are “topographies” that we are continuously welcoming in order 
[VM\Y[OLYHK]HUJL[OPZHSYLHK`L_WHUKLKÄLSKMVYYLZLHYJO
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In the present critical context of the need for aligning our cities with a sustainable future, 
HSS JVU[YPI\[PVUZ^PSSTHRL HKPɈLYLUJL ,]LY`KH` PU V\Y JP[PLZ [OLYL HYLTHU` [LUZPVUZ HUK
misguided use of resources both from citizens and authorities, which could be avoidable with a 
better access to the already existing knowledge.
We organize activities, conferences and publications aimed at researching and applying 
RUV^SLKNLHIV\[\YIHUHY[HUKJYLH[P]P[ `NYHɉ[PHUKZ[YLL[HY[;HRPUNM\Y[OLY[OLJVUJYL[PVUHUK
production of murals, public art, installations or performances, studying them and organizing 
[OLPYYLHSPaH[PVU^P[OH]PL^[VYLÅLJ[PVUHUKPUUV]H[PVUPU[OLJVU[L_[VM[OLIL[[LYKL]LSVWTLU[
of cities.
:(<*1V\YUHSPZ[OLÄYZ[HUK[VKH[LVUS`W\ISPJH[PVU[OH[\ZLZ[OLKLZPNUH[PVU:[YLL[(Y[PUP[Z
name. In partnership with a vast network, referenced and indexed at the most relevant platforms, 
Z\WWVY[LKI`HZJPLU[PÄJJVTTP[[LL^P[OTVYL[OHUTLTILYZMYVTJV\U[YPLZ^P[OTVYL
than 200 articles published, and with an average production of 70 new articles per year, it is the 
YLN\SHYZJPLU[PÄJW\ISPJH[PVU[OH[PZILZ[WVZP[PVULK[VTHRLYLJVNUPaLK[OL^VYRVMYLZLHYJOLYZ
^OVOH]LJP[ `NYHɉ[PZ[YLL[HY[VY\YIHUJYLH[P]P[`HZYLZLHYJOVIQLJ[
Evolving into a research platform of gathering between need and capacity, we are both a 
knowledge producer or a knowledge seeker, check us on: 
<YIHUJYLH[P]P[ `VYN
Partners
Urbancreativity.org
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Urban Art. Creating the Urban with Art was a conference at the Humboldt-Universität zu 
Berlin in 2016. The aim of the conference and this publication is to discuss “urban art” in its 
broadest sense: as an umbrella term, that encompasses a great variety of creative 
expressions in the urban environment on a global scale. The broad implications of the term 
“urban art” allow summarizing very different outcomes, styles, media, and techniques 
ranging from illegal graffiti writing to performative, participatory and architectonical 
interventions from stickers to legal murals and so forth. In this way urban art as a concept 
exceeds the common notion  of commercial indoor street art and graffiti and enlarges the 
perception of the visual and unsanctioned forming of the public sphere. The 16 papers and 
2 introductions from researchers of 10 different countries and disciplines are divided in five 
sections – 1) Public or Urban Art? On Terminology, 2) Digital Media & the Urban (Art), 3) Affect & 
Performance, 4) Territories and 5) Urban Imaginary & The City.
